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INTRODUCTORY NOTE 

The present volume is the outcome of investigations pursued for 
many years by the late Professor J G Robertson At his death m 
1 933 the work was almost complete, with the exception of Chapter xv, 
for which a senes of memoranda and extracts existed showing the line 
of treatment which the author mtended to follow, and of the Con- 
clusion, for which a first draft was found This draft has been pnnted 
here, since it embodies the author’s personal view and has for that 
reason a special value, although it is almost certainly not wholly in 
the form which it would ultimately have taken With these exceptions, 
the MS only stood in need of final revision, and of the venfications 
involved in its preparation for the press But since the author alone 
could be aware of the extent to which verification was needed, it has 
been necessary to carry out a much more comprehensive examination 
than IS usually required at this stage Professor Robertson had drawn 
information from many libraries and collections in different European 
countries, and over a long period of years It has been my task to 
trace his materials to their source, even though this might often imply 
covering again ground which had already been covered All refer- 
ences and quotations have been verified, and m some cases lacunae 
have been filled m accordance with what was clearly the intention 
of the author Quotations have been given m the exact form in which 
they occur in the onginal, without standardisation in respect of 
spelling or accentuation Both grammatical and orthographical 
peculiarities have thus been reproduced unchanged — the only 
exception to this being the indications of Umlaut 

I have ^voided, as far as I have been able to do so, alterations in 
the text of the work , my guiding principle has been to present it m a 
form as near as possible to that which I believe it would have assumed 
under the author’s hand I am well aware that no labour of mine 
can take the place of the final revision which the author himself 
would have made But it has been a privilege, wlftch I have valued, 
to associate myself at his request \#tl] a work to which he gave so 
much labour and so many years 

It is impossible for me to express — as Professor Robertson would 
have expressed — the gratitude which is undoubtedly due to individuals 
and institutions with whose help the original researches were earned 



X Introductory Note 

out But for my own part I wish to acknowledge my particular in- 
debtedness to the authonties of the Preussische Staatsbibliothek, 
Berlin, the Staats- und Umversitats-Bibhothek, Hamburg, the Herzog- 
hche Bibhothek, Gotha, the Staatsbibliothek, Munchen, and the 
Umversitatsbibliothek, Leipzig, for much courtesy and kindness 
during my visits to these libraries, and to the Director of the Auskunfts- 
btlro der Deutschen Bibliotheken for his helpful aid in enquiries 
for rare works , to the librarians of the Umversity Library, Cambridge, 
the Biblioth^que Nationale, the Royal Library at The Hague, the 
Stadtbibliothek, Dresden, and the Umversitatsbibliothek, Marburg, 
for their kindness in lending books and in answering enquiries, to 
Dr Lothar Gross, of the Haus-Hof- und Staatsarchiv, Vienna, for his 
good offices in obtaining books and information from other libraries, 
and to Dr L W Kahn (Rochester, USA) for his personal kindness 
in sending me photostat pages frorti a rare volume in the New York 
Pubhc Library I am indebted to the authorities of the Museum fUr 
Hamburgische Geschuhte for permission to publish the picture of the 
Hamburg Theatre which appears as frontispiece 

I need hardly add that the work which I have carried out in con- 
nexion with this volume would have been impossible without the 
extensive resources of the British Museum Library and the great 
kindness of its custodians 

The publication of this book has been generously aided by a grant 
from the Publications Fund of the University of London 

EDNA PURDIE 


London 1938 
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INTRODUCTION 


The German drama was the last of the greater national dramas of 
Europe to free itself from the leading-strings of the Church, to emerge 
from that common matnx of dramatised hturgy and naively repro- 
duced biblical story from which the drama sets out in all Christian 
lands Apart from such plays, performed, or at least controlled, by 
servants of the Church, one can hardly point to any German dramatic 
literature before the sixteenth century, the instincts of the people for 
imitative representation, resting often on traditions which stretched 
back into pre-Chnstian. times, took no shape which could be described 
as bterary The profession of the actor was correspondingly slower to 
■disengage itself from that of the mediaeval mountebank who provided 
the favounte entertainment of the common crowd 

The sixteenth century was not without promise of a kind Indeed, 
in the striving of the literature of that century to dissociate itself from 
the all-obsessmg religious controversy the drama was not behindhand , 
It does reveal, in a dun, unconscious way, some effort to take upon 
Itself aesthetic form Slowly and with difficulty the humanistic drama 
of ancient pedigree found acceptance with the German people, but, 
Latin in form, technique and spirit, it long remained an exotic. For 
that matter, the highest dramatic achievement of Germany in the 
sixteenth century is to be sought in the plays written in the Latin 
language This fact alone is testimony to the lack of a dramatic art 
that could be called national, or had root in the consciousness of the 
people The movement for religious reform which filled the sixteenth 
century, however, provided the plays of that century with a serious 
content, and, difficult as their untutored authors found it to press 
their ardent Protestantism into the Procrustean bed of humanistic 
form — the resultant products were often grotesque enough — a certain 
progress as the century advanced is noticeable More hopeful, in 
many ways, than the religious drama was the beginning of a genuinely 
autochthonous comedy which knew nothing of humanistic example, 
with the ‘Fastnachtspielc’ or shrovetide plays, which in the hands pf 
the prolific cobbler poet of Nurnberg, Hans Sachs, often attained a 
high degree of excellence Thus there was dramatic promise of a kind 
m the sixteenth century, and one likes to think that under more 
auspicious pohtical and social conditions, the German people might 
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have entered thus early upon a development such as that which in 
England led to such dizzy heights before the century was out 

Difficult as the Germans found it to throw a bridge from these 
stirnngs of the popular dramatic instinct to the humanistic drama, 
it was much harder for them to acquire understanding for the real 
essence of dramatic poetry Their plays, whatever may have been 
their promise, were still htde more than narratives in dialogue form 
They were first to learn what constituted the real nerve of the drama 
and distinguished it from other forms of imaginative creation, on 
the arrival of wandering compames of English actors towards the close 
of the sixteenth century These troupes brought with them theEnghsh 
form of stage, on which they performed the more showy and sensa- 
tional plays of the Elizabethan theatre — sadly garbled, it may be, for 
since they were playing to foreigners who did not understand their 
longue, they were under no necessity to be careful about their words >■ 
Here was the opportunity of a great education for the German theatre, 
still hardly emerged from its infancy, and if the German imitators of 
these English plays —men such as the Nurnberg notary Jakob Ayrer 
and Duke Heinnch Julius of Brunswick — had not been so lachng 
in higher poetic talent, the German drama might have reaped 
immediate benefit from this invasion Here was the moment to 
graft on the naive native art of Hans Sachs a higher dramatic 
significance As it was, however, these German imitators represent 
only the glimmer of better things, their attempts did not get beyond 
the adoption of the English mode of dramatic presentation And 
they had hardly ceased to write when all progress was brought to a 
standstill by the devastation of the Thirty Years’ War But the war 
was not alone responsible for the check, in the seventeenth century 
Germany was exposed to the delayed influence of the Latin Renais- 
sance, and the English example was forgotten in the desire to vie with 
the polite writers of Latin Europe But how futile it all was ' At a 
time when Corneille was already celebrating his triumphs m France, 
the Germans were still as far from a national dramatic art as ever, 
they could point to nothing better than the crude Senecan tragedy 
of Andreas Grypfiius and Darnel Caspar von Lohenstem 

If the German tragedy of the seventeenth century was thus so 
hopelessly inferior to that of England or France — ^its comedy was, in 
isolated examples, not lacking in promise — the state of the German 
theatre was yet more deplorable The German actor was still little 
more than a wandenng vagabond, dependent on the caprice of town 
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or village authorities as to whether he should be allowed to play at 
all, and of buildings set apart for the express purpose of performing 
dramas there was no question, at least not until late in the century 
There is indeed no darker and more depressing chapter among the 
many dark chapters of European dramatic history than that which 
concerns the German theatre of the seventeenth century 

A faint hope of improvement came with the activities of Meister 
Johann Velthen (1640-92), the one German actor of the seventeenth 
century who stands out with some pre-eminence as a man inspired 
by higher ideals With a certain pnde the German hterary histories 
record that Velthen actually played Corneille’s Polyeucte in Leipzig 
in 1669, that he cultivated Mohfere and adapted the scenarios of 
Gherardi to German needs *■ But when we look closely into Velthen’s 
activities, we find that the version of Polyeucte by C. Gormarten (Ghnsto- 
phorus Kormart) which he produced, was an outrage on Corneille 
— was, in fact, a mere collection of sensational horrors decked out 
with the naive realism which had been made popular by the English 
actors, and that his mutations of Franco-Itahan comedy were the 
crudest of buffooneries What Velthen offered the Germans was only 
the empty shell of the new dramatic hterature of Europe — indeed it 
was hardly recogmsable as such It is idle to claim that he made any 
attempt to bridge the yawning gulf that separated literature from the 
stage in Germany, and he probably cherished no ambitions beyond 
the daily toil to make ends meet But even for such modest efforts as 
his there was no response from the German pubhc, and broken' and 
disappointed, he died in 1692 in Hamburg — that Hamburg which 
was to stand in the forefront of German theatrical enterprise in the 
next hundred years Moreover, any germs of better things in the 
‘legitimate’ theatre of the seventeenth century were killed by a new 
and insidipps form of dramatic entertainment which appealed imghtily 
to German tastes, the opera On this opera, and not on the drama, 
was lavished the extravagance of later seventeenth-century minor 
potentates who wished to emulate at their courts the splendours of 
Versailles The first German theatres were opera-houses Velthen 
then was not the first of the moderns, but rather the last of the race 
of mediaeval vagabonds who earned over into a later age the traditions 
of histrionic entertainment which had come down from Roman times 
‘The art of the theatre’, says Devrient, ‘did not die in the seventeenth 

* Gp. E Devrient, Geschichte der deutschm Schausputkunsi, new ed by H Devnent, 
Berlin, 1905, 1, pp 125 ff 
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century, it was stunted, ran wild, had to pass through all the stages 
of decay and do penance for all the extravagances to which rivalry 
with the opera and the abandonment of poetry had condemned it ’ ^ 
Comedy meant crude and coarse improvisation, and tragedy still 
cruder and coarser ‘ Haupt- und StaatsakUoncn ’ — in all, perhaps the 
lowest level to which the art of the theatre in Europe ever sank 
Velthen’s widow continued the work of her husband, not without 
success, for some twenty-five years after his death, but there was still 
no hope of better things A new foreign invasion — companies of 
extempore players from the south of Europe, at the head of which 
stood the harlequin — introduced another disturbing factor For a time 
the old Hans Wurst and Pickelhanng of the native stage were forgotten, 
ousted by the Italian in his coat of many colours, the Italian masks 
enjoyed an enormous vogue Still, as Lessing insisted,^ the harlequin 
was not entirely a thing of evil, and with the Viennese comic actors 
Johann Anton Stramtzky (who had begun his career with Velthen) 
and Gottfried Prehauser, a fusion with native elements was effected 
early in the eighteenth century® the Italian harlequin was converted 
into a German harlequin Nothing is less internabonal than humour, 
and the comic figure of the old German theatre never remained long 
an exotic figure, whatever his origins — English clown or Italian harle- 
quin — had been This is perhaps one drop of consolation in all the 
unhappy history of stagnancy and decay 

It IS thus hardly possible to find a single encouraging moment in 
the history of the German theatre prior to the advent of Caroline 
Neuber in the eighteenth century, and even her activities set in when 
that century had already passed its first quarter Fnederike Caroline 
Neuber {nie Weissenborn)* was a woman of remarkable acumen and 
character, but she, too, had had to pass through the apprenticeship 
of vagabondage and bear the brunt of the unhappy traditjon In no 
art are the links of tradition closer and more tenacious than in that 
of the theatre But with her a new hope for the fraternisation of stage 
and literature was born She came of something better than the 
strolling acting class, her father having been a doctor of laws Born 

1 Cp E Devnent, op cit i, p 159 Cp also Das deutsche Drama, herausg von 
R F Arnold, Munchen, 1925, pp 167 ff 

‘ Dramalurgie, xvm, 36 ff , see below, pp 424 ff 

® Cp W Creizenach, Die EntstehimgsgeschichU des neueren deutschen Lustspiels, Halle, 
'879. P 9 

* Cp F J von Reden-Esbeck, CarolifK Aeuier und lAre ,^«i<genair«n, Leipzig, 1881, 
also Devnent, op cit 1, pp 263 ff 
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in Reichenbach m 1697, she enjoyed a comparatively good education, 
and when her father settled as an advocate in Zwickau, she, weary of 
his galhng tutelage, ran away from home This was in 1717 She 
marned Johann Neuber of Zwickau, and with him joined Spiegel- 
berg’s company of players at Weissenfels Caroline Neuber — one 
always speaks of her, not of her husband, who was but an indifferent 
actor — passed then to the ‘ Polnisch-Sachsische ’ company of Madame 
Hoffmann, the best of its day In the course of her wanderings 
she occasionally saw French troupes playing in Germany, and fell 
under the spell of their declamation of the alexandrine Even before 
Gottsched stretched out a helping hand to her, she had appeared 
in dramas of hterary distinction, such as Corneille’s Cid and Pradon’s 
Regains, crudely adapted as they no doubt were Her strength seems, 
however, to have lain rather m comedy roles Ultimately she formed 
a company ofher own, and in 1727 played at the Leipzig Easter Fair 
This was the significant moment when Gottsched took the step of 
inviting her to join forces with him and assist him to elevate and purify 
the German stage For over ten years Leipzig was the headquarters 
of her company, and may thus fairly claim the honour of being the 
cradle of the modern German theatre From Leipzig she paid 
periodical visits to Dresden, Brunswick, Hanover, Hamburg and 
Nurnberg The honours m this partnership of the actress with the 
Leipzig professor, whereby a certain conciliation was effected between 
dramatic poetry and the entertainment of the stage, lay rather with 
Frau Neuber than with Gottsched It was condescension on his part, 
but not a little heroism on hers It was she who had to bear the brunt 
of that antagonism which, in matters of the theatre, always takes so 
brutal a form, she who had to face discouragement and failure 
Gottsched’s action m enlisting Frau Neuber’s co-opcration was no 
mere sudJen impulse or inspiration — Gottsched was not the man to 
be influenced by such — but was part of an important movement 
which originated in France There is, indeed, no more decisive event 
in the history of the modern theatre than when the great Cardinal 
Richelieu condescended to extend ahclpmg hand to the French theatre 
in 1630, and when, backed by his authority, Ghapelain set up laws 
and norms for a French national drama and d’Aubignac devised his 
Projet pour le riitablissement du theatre franpais, to be followed later by 
his famous Pratique du Thidtre Thus the stage entered the service of 
the state as something more than a mere provider of entertainment — 
as a vehicle of education, an ‘ecole de vertu’ In the course of time. 
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after it had justified itself at home, this reform spread to other lands. 
Italy was the first country to welcome it; and it is possible that it did 
not reach Germany directly from France, but by way of Italy i Many 
new literary ideas, not only French but even English, came to her 
through this channel in the early eighteenth century Impressed by 
Richeheu’s patronage of the theatre, the Itaban churchman and 
scholar, Ludovico Muraton, pleaded for a sirmlar reform of the 
Italian theatre ; his plea was taken up and put into practice by Count 
Scipione Maffei, who attempted to establish in his native Verona a 
national Italian stage Maffei enhsted the assistance of the actor 
Luigi Riccoboni or ‘Lelio’, and revived old Italian plays, while the 
encroachment of the harlequin on the serious drama was at least kept 
within bounds Maffei’s Teatro scelto was the forerunner and model 
of Gottsched’s Deutsche Schaubuhne .As Maffei, with Riccoboni’s help„ 
created a theatre to fulfil the functions of the re-orgamsed theatre in 
France, so the ‘Senior’ of the Deutsche Gesellschaft in Leipzig won 
over Carohne Neuber and her company to bnng about similar reforms 
in Germany Following Maffei’s lead, he declared war on the harle- 
qmn ; and as Riccobom won fame for his patron’s Merope, so Gottsched, 
with the help of Carohne Neuber, gave Germany a tragedy, Der 
sterbende Cato, which was to point out the way she should go Un- 
fortunately Der sterbende Cato, a quite uninspired blending of the Caton 
d’ Utique of F M C Deschamps with Addison’s Cato, was no master- 
piece All this happened just a hundred years after the reform of the 
theatre had been initiated in France 

Carohne Neuber’s innovations were not restricted to the establish- 
ment of the regular alexandrine tragedy on the German stage, she 
also introduced order and punctuahty into her company, she fought 
the old inborn tendencies of the actor class to loose hving, she insisted 
on good morals and would not countenance unlicensed umpns The 
weak side of her management in Lessing’s opinion (in 1 754) was her 
excessive fondness for stage display 

Man musste sehr unbillig scyn, wenn man dieser beruhmten Schau- 
spielenn eine vollkommnc Kenntniss ihrer Kunst absprechen wollte Sie 
hat mannhehe Einsichten, nur in einem Artikel verrhth sie ihr Geschlecht 
Sie tandeit ungemem gerne auf dem Theater Alle Schauspiele von ihrer 
Erfindung sind voller Putz, voller Verkleidung, voller Festmtaten, wun- 


^ For the following see my Studies in the Genesis of Romantu: Theory in the Eighteenth 
Centusy, Cambridge, 1923, pp 282 ff 
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derbar und schimmemd Vielleicht zwar kannte sic ihrc Herxen Leipziger, 
und das war viclleicht eine List von ihr, was ich fur cine Schwachhcit an 
ihr halte ^ 

Her fight for the alexandrine tragedy was no easy one, and the 
rebuffs she received were many Hamburg, an increasing lure for 
the wandering compames, would at first have none of it. To Gottsched 
her husband wrote in 1 730 

Die Verse gefallen, aber man klagt uber eine gewisse unbekannte ver- 
steckte Dunkelhcit, welche verursachet, dass der Zuhorer nicht soglcich 
Alles verstehen kann, was gesaget wird, man muss Geduld haben, nut der 
Zeit wild sich’s geben 

And again later 

Unsrc Comodien und Tragodien haben noch so ziemlich Zuschauer, 

’ Die Muhe, so zu Verbesserung des Geschmackes angcwendet wird, scheint 
mcht gar vergebens zu seyn Es finden sich auch allhier verschiedene 
bekehrte Herzen Leute, denen man es fast mcht hatte zutrauen konncn, 
Sind nunmehr Liebhaber der Poesie geworden und Vide finden an den 
ordentlich gesetzten Stuckcn cm gutes Belieben ^ 

But the general mass of the public m Hamburg remained obdurate; 
they frankly preferred the old farces and the ‘Haupt- und Staats- 
aktionen’ Hanover in the same year proved a little better, and in 
Nurnberg in 1731, Cinna had a considerable measure of success, thanks 
partly, no doubt, to the fact that the translator, Fuhrer, wtis a 
‘Ratsherr’ of that town 

Of the Gottsched-Neuber reforms none stirred up more dust and 
controversy than the bamshment of the harlequin This in fact in- 
volved a much more far-reaching reform than the mere exclusion of 
comic irrelevancies from senous poetic tragedies It was a blow at the 
old exteillpore comedy with its fixed types, if the harlequin went, the 
doctor, the pantaloon and the other figures of the commedia deW arte 
had to go too It is interesting, even a little iromcal, that this reform 
should have been advocated in Pans by the leader of the Theatre 
italien, Riccobom, who had served under Maffei ‘In October, 1737, 

* Introduction to Mylius’s Verrmsekte Schriften in G E Lessing, Samtluhe Schnflen, 
herausgegeben von K Lachmann, 3 Auflage [von] F Muncker, Stuttgart, 1886- 
1 924 (hereafter quoted as Schnftm), vi, p 403 (References to hnes of sections of the 
DramatuTgie refer to this edition ) Caroline Ncuber is mentioned in the Dramaturgie, 
xvm, 22 and xxvi, 29 

® Cp T W Danzel, Gottsched und sane Leipzig, 1848, pp 131 ff, and 
E Devrient, op at 1, p 270 
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in a theatre-booth in Bose’s garden in Leipzig, Frau Neuber performed 
a Prelude composed by herself, in which the harlequin was tried for 
his misdemeanours, condemned and banished From this time on she 
fought resolutely against his reinstatement; but it was a losing batde 
Germany was not yet prepared to relinquish the comic element in 
her tragedies Perhaps — and m view of Lessing’s subsequent defence 
of the harlequin, this may be the truer explanation — Frau Neuber 
did not sufEciendy recognise that what was most urgendy called for 
was not his complete banishment, but his transformation, that he 
should be set free, as it were, should be divested of his coat of many 
colours, and should become merged, like any other character, in the 
action of the plays in which he appeared It is a truism that to attempt 
to tamper with tradition in the things of the theatre is always dangerous , 
and no doubt Frau Neuber was too uncompromising The pubUc. 
showed Its disapproval by deserting her theatre, and nowhere was 
this desertion more marked and the antagonism to this reform bitterer 
than in Hamburg At last, in January, 1740, she was stung to retalia- 
tion, and closed her season there with a satinc epilogue which made 
her return to that tity for ever impossible 

Meanwhile, troubles of another land were brewing The old alliance 
with Gottsched, which Frau Neuber’s anti-harlequin zeal had helped 
to maintain, was beginning to show signs of breaking The dictator 
was becormng more dictatorial , and a breach of some seriousness was 
caused when Gottsched demanded that the Neuber company should 
unlearn the translation of Alzire which they had hitherto performed, 
and substitute for it a new translation by his wife The breach widened 
rapidly, finally, faced by defeat and ruin, Garobne Neuber left 
Germany and took her company for a year to Russia When she 
returned, she found that Gottsched had transferred his patronage to 
a younger disciple of her own, who had joined her company jn 1 730 
as a harlequin player — Johann Friedrich Schonemann ^ She took a 
peculiar revenge , she discredited Gottsched in the eyes of the pubhc 
by putting one of his own reforms into practice She performed, as 
an ‘expenment’, the third act of Der sterbende Cato and (to the great 
amusement of the audience) made the characters appear, not in the 
conventional court costume of the eighteenth-century stage but in 
Roman costume, and speak their fines with an affected exaggeration 
of Gottsched’s demands This meant open warfare, and Gottsched 

* Cp H Devnent, J F Schonemann und seine Schauspielergesellschaft {Theaterge- 
schichthche Forschimgen, xi), Hamburg, 1895 
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was the stronger Frau Neuber, however, got in one more effective 
blow before she succumbed on September i8, 1741, she produced a 
Prologue, written by herself, entitled Der allerkostbarste Schatz, m which 
Gottsched himself was brought on to the stage in a fantastic costume 
as the ‘Tadler’, searching for faults with a lantern From now on 
Caroline Neuber’s fortunes went gradually downhill, in 1750 she 
finally gave up the struggle and died some ten years later in penury 
and bitterness 

Her mantle fell on Schonemann’s shoulders, he earned on the 
Leipzig tradition As an actor, Schonemann may be largely dis- 
counted, he had acquired all the stiff traditions of the classic school, 
without bemg able to give them distinction He had also in an 
aggravated degree a weakness common to so many actor-managers, 
^ vanity that led him to show his versatility in roles that lay beyond 
his physical capacity And other outstanding members of his company 
followed his example But Schonemann certainly possessed qualities 
that make for leadership in thmgs theatneal He had practical common 
sense, and his enterprise never transgressed, as Caroline Neuber’s did, 
the bounds of expediency, so necessary if bankruptcy was to be 
avoided , above all, he seems to have had the power of attracting to 
his standard and retaining the best talent of his time It was at 
Liineburg m 1 740 that Schonemann became formally ‘ Principal ’ of 
his company, and for more than ten years he advanced steadily to 
the position of acknowledged leader of the German theatre His 
company, which included Sophie Schroder, Ackermann and Ekhof, 
played in all the towns of North Germany from Hamburg to Breslau, 
and with rising prestige and success His repertory, without making 
much literary pretension, included the best plays that were available 
He entered into the heritage of the alexandrine tragedy which Caroline 
Neuber had sought to estabhsh, and the plays of the French masters 
afforded to Ekhof and himself a welcome opportunity to shine Modern 
French comedy was equally favoured, and the local farce of Hamburg, 
as well as the popular adaptations of Holberg, had a place in his 
repertory j 

No town has been more closely associated with the progress of the 
German theatre than Hamburg ^ It was the chief centre of theatrical 
activity m German-speaking lands in the eighteenth century, eclipsing 
even Vienna, in the latter city the instinct for the theatre may have 
been more widespread and more deep-rooted in the popular con- 
^ Gp J F Schutze, Hamburgische Thtater-Geschichte, Hamburg, 1794 
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sciousncss; but the eighteenth century was nearly over before the 
Viennese were aware of the new literary spirit that was stirring in the 
north, and they took their theatre less seriously And Hamburg had 
the advantage of being a large and wealthy city — the largest and 
wealthiest of Northern Germany At the time of the ‘National 
Theatre’ in which we are interested, its population was about 
97,000 * Moreover its people were m closer touch with the outside 
world, notably with England, its tastes were more cosmopolitan, its 
republican government gave it a freedom and democratic control 
which the Berhn of Frederick the Great did not know, and in the 
affairs of the theatre it was less hampered by petty police control. 
Thus everything pointed to its being the nght place for the first 
attempt to create a serious national theatre 

The history of its theatre shows that it was always in the forefront 
of such progress as there was m the eighteenth century Already at 
the close of the seventeenth it had been able to rival wealthy courts 
hke that of Dresden by providing its citizens with a home for the 
Itahan opera, and its opera house, associated with the early work of 
Handel, was opened in 1678, only to be demolished m 1 765 to make 
room for the theatre which was to be the occasion of the Hamburgiscke 
DramatUTgu This opera house may have had little hterary significance , 
the baroque libretti of the operas it produced may have had no poetic 
value , but their fabrication or translation gave occupation to Hamburg 
poets, and their very extravagance provoked satinc antagonism and 
led to a reaction in taste 

For a time in the Gottsched-Neuber period, Leipzig had been a 
more important centre of theatncal activity, but between 1737 and 
1 740 the Neuber troupe played long and frequently in Hamburg, and 
from then onwards it became virtually the headquarters of the leading 
theatncal compames It had been the mam centre of Schohemann’s 
activities ever since he first played there in 1 741-42 , Sophie Schroder, 
after her dissociation from SchonemEmn, gave performances, between 
1742 and 1744, in the old opera house, and subsequently in the Hof 
von Holland in tke Fuhlentwiete We find Schonemann again in 
Hamburg in 1747, and in the early ’fifties, when his company reached 
the acme of its reputation, its tnumphs were all intimately associated 
with that city Between 1758 and 1763 the fortunes of Hamburg 

* J L von Hess, Topographuch-polittsch-histonsche Beschreibung der Stadt Hamburg, 
Hamburg, 1796, n, p 362 (cited also by B Litzmann, F L Schroder, ein Beitrag 
gur deutschm LiUeratur- und Theatergeschtchte, i (Hamburg, 1890), p 248) 
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thcatncal enterpnse were mainly m the hands of Gottfried Heinnch 
Koch (1703-75) This actor had begun as a student in Leipzig, but 
he was too poor to continue his studies there, and he joined Carohne 
Neuber in 1 728, subsequendy becoming a member of Schonemann’s 
troupe His years m Hamburg were prosperous, the mpre so perhaps 
as he was not overburdened with an artistic conscience, but studiously 
gave his public what it wanted Lastly Konrad Ackermann, who had 
had a company of his own since 1 753 and had frequendy played m 
Hamburg, was, as will be seen, the ‘Principal’ of the troupe which 
immediately preceded the period of Hamburg theatrical lustory in 
which we are interested 

After the failure of the National Theatre in 1 769, Ackermann again 
assumed control of Hamburg’s theatre, this time with the help of his 
famous stepson, Fnedrich Ludwig Schroder (1744-1816), the greatest 
German actor of the eighteenth century. In 1771 Schroder took over 
the sole control, and for nearly ten years gave Hamburg the most 
bnlhant penod of its theatneal history The greatest of all his achieve- 
ments was the acclimatisation of Shakespeare m Germany, the first 
performance of Hamlet on September 20, 1776, being a particularly 
memorable event There was a break m Schroder’s directorship of 
the Hamburg theatre between 1 780 and 1 785 This marked the close 
of the dominating part which the city had played in the development 
of the German stage For in these years permanent theatres under 
state patronage and with state 2issistance were estabhshed in Gotha 
and Mannheim, the latter theatre becoming under August Wilhelm 
Iffland the particular focus for the new literary ‘Sturm und Drang’, 
Berlin and Vienna were rapidly pushing to the front, and from now 
on Hamburg became only one of several centres of theatneal activity 




Part I 

THE HA MB URG ‘NA TIONAL THE A TER’ 

1767-1769 


CHAPTER I 

ORGANISATION AND STAFF OF THE THEATRE 

.The history of the Hamburg ‘Enterprise’ to which we owe the 
HambuTgische Dramaturgie begins, not with the opening of the theatre 
on Apnl 22, 1767, but with that of the same theatre by the actor and 
‘Principal’ Konrad Ackermann on July 31, 1765 It cannot be 
sufficiently emphasised that the new undertaking was virtually a 
contmuation of the previous one, and the fact that it was described 
as ‘national’ and was nominally controlled by a ‘Consortium’ meant 
no essential break 

Konrad Ernst Ackermann* was born at Schwerin on February i, 
1710, and had a chequered enough career behind him before he 
became, in 1740, a member of Schonemann’s company He had 
served for a time in the army as a professional soldier His first 
attempt at acting seems to have met with immediate success, and he 
rapidly advanced to a leading position in the company In 1 742 he 
joined the independent company of Sophie Schroder, the mother of 
Fnednch Ludwig Schroder, cuid he remained with her for two years 
Then he went back for a time to Schonemann In 1 749, however, he 
married Sophie Schroder, and from then onwards his activity was 
bound up with hers, and later with that of her famous son His 
strength as an actor lay on the conuc rather than the tragic side, he 
was more at his ease in the realism of the ‘ tragedy of common life ’ 

* Ackermann has not yet been made the subject of an adequate mono^aph 
See, however, the biographies of his stepson Schroder F L W Meyer, F. L, 
Sehrdder Bntrag eur Kunde des Memchm und des Kunstlers, Hamburg, 1819, and 
B Litzmann, F L Schroder cm Bntrag iur deaUchm Litteratur- und Theatergeschichu, 
Hamburg and Leipzig, 1890-94 
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than in the artificial alexandnne tragedy ^ It is thus not surprising 
that his repertory favoured plays of English origin, and was streng- 
thened on the side of comedy by adaptations of Goldom It displays 
in consequence a vanety which compares favourably with the more 
assiduous cultivation of the higher tragedy and the preference for 
French comedy of his predecessor Schonemann It may have been 
that It was not so much Ackermann as G H Koch who imported 
the new realistic drama from England, but Ackermann, finding this 
drama congemal to his particular talent, reaped the benefit of Koch’s 
imtiative In respect of variety, indeed, Ackermann’s repertory com- 
pares favourably, not merely with Schonemann’s, but also with that 
of his immediate successors * 

In 1 764 Ackermann brought his company to play in the Hamburg 
theatre The first difficulty which confronted him was the inadequacy 
of the old ‘ Komodienhaus ’ which -had been originally a stable for 
riding horses Not only was the building cramped and unsmtable, 
but Koch, from whom Ackermann took it on lease, refused to extend 
that lease to his rival beyond the beginning of December, 1764 
Ackermann first thought of turmng his back on Hamburg altogether, 
but he was dissuaded by his fnends and patrons , and with the financial 
aid they offered him he resolved to build a new theatre The old 
Opera House, which stood on the eastern side of the Gansemarkt and 
had lent glamour to Hamburg theatrical life for eighty-seven years, 
was to be demolished, and the site was leased to Ackermann by its 
owner. Demoiselle Willers, on advantageous terms Here, within the 
comparatively short period of six months, a simple theatre was erected 
at a cost of some 20,000 talers The new building did not stand directly 
on the market-place, but was connected with it by two narrow, shop- 
hned courts The site was cramped and the auditorium suffered on 
this account ® The mam building was roughly fifty-five feet broad and 

* F L W Meyer, op at 1, p 16, quotes Schroder’s tribute to Ackermann’s 
talent in hij best years ‘Er glanzte im August, im Ulfo, im Cato, im Mithridat, 
im Oedip, im Oresman, im Polieuct, im Beverley Freilich stand auch damals 
schon der komische Schauspieler weit uber dem tragischen Im ersten Fache gab 
es durchaus kerne RoHen, die er mcht vollkommen darstellte Ich erinnere mich 
mcht, in den langen Jahren meiner Beobachtung, eine einzige XJbertreibung von 
ihm bemerkt zu haben ' 

* B Litzmann (i^ at i, pp 8 1 ff) seems to me to underrate the merits of Acker- 
mann’s repertory 

* The dimensions are given by J F Schutze, Hamburgische Theater-Geschuhie, 
Hamburg, 1794, pp 322 ff , who had them from a descnption of the theatre 
published by Ekhof in the Hamburgische Unterhaltungen, 11, 2, August, 1766, pp 
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a hundred and three feet long; the side-building which provided 
accommodation for the actors — the women’s dressmg-rooms were 
under the stage — apprommately twenty feet by forty-five feet The 
stage of the theatre was just over fifty-one feet wide and of the same 
depth, but so faultily constructed that the crossbeams at the top were 
visible from the auditorium ^ Schroder relates how he himself helped 
to remove the worst of them before the opemng of the theatre The 
prehimnary descnptions stated that the occupants of the back seats 
in the boxes had a full view of the stage, but Lowen was probably 
nearer the truth when he said that httle could be seen from them.* 
The entrances were narrow, and the building was not adjudged safe 
from fire, permission to use it was at first refused, and a large sum 
had still to be expended to meet the objections of the town authorities 
The proscemum was just over thirty-four feet wide and twenty-five 
feet high, and on each side stood two Connthian pillars painted to 
resemble marble, with gilded plinths and capitals Between each pair 
of pillars stood a gilded vase on a pedestal At each side of the 
orchestral well was h stove by which the auditorium could be heated 
The accommodation for the spectators consisted of a sloping parterre, 
which could be boarded over for the masquerade balls held from time 
to time in winter in the theatre, and two rows of boxes and a gallery 
The ceding was decorated with an allegoncal painting, and Schutze 
speaks contemptuously of the two curtains, which were both, no doubt, 
still in use under the later regime The first showed a picture of Liberty 
sitting under a baldachin and protectmg Tragedy and Comedy, the 
second one of the Hamburg arms smd arm-bearers, from which an 
ugly dancer was drawing back a curtain and smirking at the audience. 
These and the scenery had been hastdy painted by an incompetent 

1 64 ff I have converted them into English feet, the Hamburg foot being a little 
under three-quarters of an inch shorter than ours There is also an account of the 
theatre in L WoUrabe, Chronologu sammtlwher Hamburger Buhnm, Hamburg, 1847, 
p 57 See also B Litzmann, op cti i, pp 316 if The theatre was not demolished 
until 1877 The picture of it which I reproduce as frontispiece to this volume, is 
from a water-colour in the possession of the Museum fur HamburgischeGeschichte 
It IS also to be found in the ediUon of the Dramaturgw publwhed by J Petersen, 
Berlm [lajs] 

'FEW Meyer, op. cit 1, p 139 ‘Wie erschrak Schrbder als er das ganz 
verpfuschte neue Haus erblicktc ' Selbst die Sulfiten mussten, um sie den Augen 
der Zuschauer eimgermassen zu entziehn, als Gardmen gchandhabt werden, so 
viele Kreuzbande waren uber der Buhne angebracht ’ 

* Sekrnben an men Freund uber die Aekermaimsche Sehaubuhne za Hamburg (dated 
December 13, 1765), Hamburg and Leipzig, 1766, p 5 
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scene-painter, Kawall,^ and the disabilities under which the new 
theatre laboured were thus increased 

The theatre was opened by Ackermann on July 31, 1765, with a 
‘Vorspiel’, DieComodie tm Tempel dtr Tugmd, written byj. F Lowen, 
which w^ followed by a new French tragedy, ^elmire, by De Belloy 
The entertainment concluded with a ballet, Du Kornerndte, in which 
Schroder, then a youth of twenty, displayed his remarkable choreo- 
graphic talents In the matter of his repertory Ackermann seems to 
have met, at least at first, the tastes of his patrons, in addition to the 
numerous plays of French origin there was a fair spnnkhng of English 
and Itahan works, and the native drama was represented mainly by 
Johann Elias Schlegel, Lessing and J C Kruger Ackermann seems 
to have succeeded best in keeping his somewhat fickle public loyal 
to him by the unfortunately costly expedient of elaborate stage- 
mountings and costumes Much money was squandered on the pro- 
duction of Favart’s Soliman II, and on Corneille’s Rodogune, and the 
ballets and pantomimes which were the most popular feature of his 
repertory made heavy inroads into his exchequer He had begun his 
management deep in debt, and that debt went on growing His 
staff does not seem to have been satisfactory from the standpoint of 
ensemble He himself and his wife were too old to bear adequately the 
burden that lay upon their shoulders, she, in fact, played httle, and 
Ackermann’s memory frequently left him m the lurch , and his two 
daughters were stiU little more than children He had too many 
inexperienced members in his company, and young Schroder was 
mainly utilised in the ballets Konrad Ekhof, however, who returned 
to Hamburg to join him, was a tower of strength, although he did 
not, under Ackermann, have full opportunity for displaying his powers 
Sophie Fnedenke Hensel, who had been playing in Vienna, where 
her success had not been conspicuous, was engaged to take the place 
ofthe manager’s wife, and made her d^but on November i mVoltaire’s 
Zayre * She had already in two previous periods been a member of 
Ackermann’s company, and it might have been thought that his 
former experience of her difficult temper would have made him wary 
of inviting her to‘return , but her attraction for the public was not to 
be gainsaid. The situation was aggravated by her finding, when she 
came to Hamburg, that her rival, Karohne Schulze, was in possession 

‘ ‘Dieser Kawall’, says Schutze {op at p 324), ‘war ein Sudler ’ 

* Cp C H Schmid, Chrmologie des deutschen Theaters, ed P Legband m Schrifteti 
der CeseUschqft fur Theatergeschickte, i (Berlin, igoa), p 15 1 
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c^many of her best roles. From the first, therefore, she was a centre of 
intrigue and dissension Outside the theatre she had fnends, among 
whom the chief was Abel Seyler, the son of a Swiss clergyman who had 
established a business in Hamburg and brought it to the verge of 
bankruptcy Seyler had a passion for the theatre, and more- particu- 
larly for Madame Hensel, who became his mistress and ultimately, 
in 1772, his wife Another admirer was Adolf Siegmund Bubbers, a 
tapestry manufacturer, who, stage-struck m early days, had run away 
from home and become an actor under Schonemann 

Apart from such difficulties with his company, the chief thorn in 
Ackermann’s flesh was Johann Fnednch Lowen ^ Bom in Klaustal 
on September 13, 1727, Lowen had studied at Hclmstedt and Got- 
tingen, but owing to want of means was obliged to give up his 
academic career The poet Hagedorn suggested that he should try 
hls fortune in London and provided him with letters of introduction 
to fnends there, but a Hamburg Legationsrat, Zink, induced him to 
setde in Hamburg, probably putting him in the way of congemal 
work as theatre cntic for a local journal In 1757 he obtained a 
miserably paid secretaryship in Schwerin His theatrical interests had 
brought him into close touch with Schonemann, he assisted the latter 
in his business embarrassments and ultimately married his daughter 
In spite of his official connexion with Schwerin, he appears to have 
spent the better part of each year in Hamburg, and when Ackermann 
assumed control of the theatre there Lowen was engaged as a kind 
of literary adviser Soon, however, Ackermann — irritated no doubt 
by Lowen’s frank criticism of his management — supplanted him by 
appointing a certain Ast as his ‘house poet’ This slight drove Lowen 
into the ranks of Ackermann’s enemies Before the end of 1765 he 
wrote an outspoken criticism of the theatre, Schreiben an einen Freund 
uber die Ackermannsche Schaubuhne zu Hamburg, and in the following year 
an undisguised attack, Schreiben an einen Marionetlen-Spieler als eine 
Abfertigung des Schreibens an einen Freund uber die Ackermannsche Schaubuhne 
Im Namen des Ackermannschen Lichtputzers His Geschichte des deutschen 
Theaters, also published m 1 766,^ culminates in a general arraignment 
of the German ‘ Pnncipals ’ or actor-managers for their incompetency. 
Lowen’s history, as history, is negligible, but what he has to say of 
contemporary conditions throws valuable hght on the situation with 

^ Cp O D Potkoff, Johann Fnednch Lbwm, Heidelberg, 1904 

* A reprint, edited by H Stumcke, is puWished in the Neudmehe hlerarhistonschir 
Seltenheiten, viii (Berlin, 1905) 
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which TjMiKing was faced. He suggests reforms which, a little later, 
were to be incorporated in the scheme for the National Theatre ,' in 
particular, he proposes the abolition of the control of the theatre by 
the leading actor of a company He says 

Eb wurde demnach die Aufnahme unsrer Buhne sehr befbrdem, wenn 
man erstlich die Pnncipalschaft ganz aufheben woUte, und wenn der 
Furst, oder die Republik, die die Schauspiele schutzen, selbst das Direk- 
tonum fuhren, das heisst, einen Mann wahlen wollten, dem, da er selbst 
erne feme Kenntniss der schonen Kunste und Wissenschaften besisse, die 
Annahme der Schauspieler, die Wahl der Stucke, und die ganze Policey 
des Theaters, ohne dass er selbst Schauspieler ware, musste uberlassen 
werden ' 

It was Lowen’s attitude, combined with the growing dissension 
within the theatre, and not financial difficulties (for the receipts were 
by no means so unsatisfactory) \Vhich ultimately forced Ackermaitn 
to give up his directorship The question now was what next^ No 
doubt It was Lowen who came forward with a scheme for re-organi- 
sation A ‘Consortium’, consistmg nominally of twelve Hamburg 
business-men, was formed to carry out Lowen’s plans, and the 
financial control of the theatre was vested in them By an agreement 
dated October 24, 1 766, they took over the theatre with its scenery 
and properties for a period of ten years, from 1767 to 1777 They 
agreed to pay an annual rent of a thousand ‘Speciesdukaten’,® that 
is, about £500, the properties and garderobe were purchased for 
20,000 Hamburg marks, about £1250, to be paid in instalments 
A third of the proceeds from masquerades was to be handed to 
Ackermann, and suitable fines were arranged in case either party 
should break the contract ^ 

This was not the first time that Hamburg citizens had come to the 
rescue of their theatre — nine years before, in 1757, they had assisted 
Ekhof to keep the old Schonemann troupe above water in Hamburg 
but It was the first time that financial supporters had taken over the 
actual control of the undertaking It seemed a step in the direction 
of an endowed and municipally controlled theatre, but the parallel 
docs not extend very far One’s suspicions are awakened by the 
constitution of the Consortium. The leading spirits were Madame 

^ GeschichU des deutschen Theaters (Reprint, p 68) 

’ F L Schnudt, Geschichte des Hamburgischen Theaters (Fortsetzung) in Almaiuuh 
furs Theater, Hamburg, i8io, p 3 

“ F L W Meyer, op cit i, pp 153 f 


‘ J F Schutze, op cit p 302, 
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Hensel’s admirers, Seyler and Bufabers. The latter, although he had 
no money to put into the enterpnse, was actively associated with it 
because of his expenence in theatncal matters , and he made himself 
useful by travelling through North Germany in search of talent for 
the theatre A third member of the Consortium was Seyler’s business 
partner Johann Martin Tillemann, he, however, took no active part 
at all, and this was also the case with the nine other Hamburg citizens 
whom these three apparently succeeded in interesting in theirventure. 
Thus in practice the famous Consortium was a one-man affair — it 
consisted of Seyler and Seyler alone, and as far as he was concerned, 
there was little enough ideahsm in the scheme, he being mainly intent 
on furthenng the interests of his mistress The more staid members 
of the Hamburg plutocracy could not but look askance on the half 
bankrupt Seyler and his stage-struck friends 

•Thus the Hamburg theatre of 1767 was in no essential sense an 
advance on the existing conditions of theatncal enterpnse Ackermann 
had found himself in difficulties , and Seyler had seized the opportunity 
— which has tempted the stage-struck amateur with money to spend 
in all ages — to become its manager Lowen, who hatj quarrelled with 
Ackermann, was able to win Seyler’s ear for his schemes of reform, 
and became director of the new undertaking, which was grandilo- 
quently desenbed as a ‘National theater’ * These are the facts There 
IS little reason for believing that anyone but Lowen was really interested 
in seeing an essentially different theatre from that which Schonemann, 
Koch or Ackermann had conducted in the past. Something might 
indeed have been hoped for from Lowen, who had found valuable 
support, and possibly had drawn inspiration for his scheme in the 
recommendations (not published until 1 764) of Johann Elias Schlegel 

^ The description ‘Nationalthcatcr’ seems to have been used in Vienna just 
before this Cp J von Sonnenfels, Der Mann okne VoruTtheil, iii, xm {Gesammelte 
Schri/terif'Wien, 1783-7, iii^p 118) * Ichbmaberauch der Memung, erne Anleitiing 
[furdieZuschauer] konne zurVerbesserung und Reinigung einesNationaltheaters 
mehr beitragen, als die feinsten Beobaebtungen’ (September, 1766), and J H F 
Muller, Genaue Naehrichten von beiden k k Schaubuhnm in fVien, Pressburg, 1772, 
p 13, where the term ‘Nationalbuhne* is used to describe thff German theatre in 
Vienna in 1766 Cp also Nicolai’s note to a letter, addressed to Lessing, of 
August 19, 1769 (Lessing’s sammtlic/ie Schnften, xxvii (Berlin, 1794), p 247, and ed 
Berlin, 1809, pp 328 f) ‘Ich weiss mcht, was das Wort Nationaltheater 
bedcuten soil, das zuerst dem Theater in Wien zu emer Zcit beygelegt ward, da 
es kaum mittelmassig war, und das die Herrcn Schauspieler seitdem allenthalben 
2um Scherwenzel gebraucht haben , aber ein schr vorzugliches Theater zu besitzen, 
ist Hamburg gewiss der erste Ort in Deutschland * 
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for the theatre in Copenhagen but he was unfortunately unable to 
assert his authority as director Now, as under Ackermann, the actor 
was in control , it was Ekhof, whose p)owcr had been enhanced by the 
retirement of Ackermann, and not the inexpenenced Seyler or Lowen, 
who arranged the repertory and deaded upon the distribution of the 
roles , and things went on as before The acting staff of the theatre was 
enlarged by the engagement of Elisabeth Lowen and Susanna Mecour 
among the principals, but otherwise it was not essentially changed, 
and there was no alteration at all m the quahty ol the repertory or in 
the manner in which plays were produced and acted Indeed, if 
anything, the change was for the worse The fact that Lessing was 
associated with the undertaking was purely adventitious and exerted 
no influence on the conduct of the theatre, and Lessing made no 
concealment of his powerlessness 

In October, 1766, immediately after the agreement was signed, 
the plans of the new management were given publicity in a printed 
statement,* of which Lowen was no doubt the author, in spite of the 
self-praise it contains This statement is sufficiently important for an 
understanding of the conditions under which the Hamburguche Drama- 
turgie was written to justify its being reprinted here in full ® 

VORLAUFIGE NACHRICHT VON DER AUF 
OSTERN 1767 VORZUNEHMENDEN VERANDERUNG 
DES HAMBURGISCHEN THEATERS 

Amphora ccepit 

Institui, currente rota cur urceus cxit^ 
HORAT 

Wir kundigen dem Publico die vielleicht unerwartete Hoffnung an, das 
deutsche Schauspiel in Hamburg zu einer Wurde zu erheben, wohin es 
unter andern Umstanden niemals gelangen wird So lange dieser vortreff- 

' J E Schlcgel, Werke {ed J H Schicgel), iii (Copenhagen, 1764), pp 251-98 
Cp J F Lowen, Schnfien, Hamburg, 1765-6, iv, pp 1-2 

* Cp Hamburgische Dramaturgies Ankundigung (5) 

’ This Vorlaiffige J^achricht, which was ‘gedruckt und zu bekonunen bey Michael 
Christian Bock’ in Hamburg, was referred to m the Hamburguche Unterhaltungen, 
11, 5, November, 17S6, p 440, it was discussed in Lowen’s journal, Frsye Nachrichten 
aus dem Reiche der Wuseruchaften und der schonen Kunste of November 7, 1766 (St 45), 
and also (in less encouraging terms) in the Hamburguche Correspondent of November 
8,1766 (Cp also O D Potkoff, 0/1 cil p 8g ) It wtis then reprmted by F L W 
Meyer (op at ii, a, pp 31 ff), and in our time by H Stumcke in his edition of 
Lbwen’s Geschtchte des deutschen Theaters (pp 83 ff) Lowen’s Anrede an du 
sdmtluhen Mitglieder des Hamburguchen Theaters was also prmted, Hamburg, 1767, 
and IS to be found m Stumcke (pp 91 ff) 
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Uche, angenehme und lehrreiche Zweig der schonen Kunste noch in den 
Hindcn solcher Manner, auch der redlichstcn Manner ist, die ihre Kunst 
lediglich zu ciner Brod twissenschaft zu machen gezwungen sind , so lange die 
Aufonuntening und der edle Stolz derNachahmungunter den Schauspielern 
selbst fehlt, so lange man die Dichter der Nation mcht zu Nationalstucken 
anzufeuem gewohnt ist, und so lange vorzuglich die theatralische Policey, 
sowol auf der Buhne in der Wahl der Stucke, als auch bey den Sitten der 
Schauspieler selbst, eine ganz fremde Sache bleibt, so lange wird man 
umsonst das deutsche Schauspiel aus seiner Kindheit hervortreten sehen 

Wir setzen die grossen Vortheile zum voraus, die eine Nationalbuhne 
dem ganzen Volke verschaffen kann, und wir durfen sie auch heut zu Tage 
memand mehr beweisen, als den Eigensinmgen, die sie mcht erwiesen 
haben wollen. Wenn es inzwischen wahr ist, und es ist langst ausgemacht, 
dass, ausser dem edelsten Zeitvertreib, den das Theater gewahrt, auch der 
Sittenlehre durch ihn die herrlichsten Dienste geleistet werden, so verlohnt 
e» sich gewiss der Muhe, mcht mit deqemgen Schlafngkeit an die wahre 
Aufnahme der Buhne zu gedenken, mit der man bis auf den heutigen Tag 
die innerliche Vollkommenheit derselben bearbeitet hat Und aus ebcn 
diesem wichtigen Grunde, dessen Folgen fur eine ganze Nation interessant 
Sind, und wovon sich die Vortheile, die aus der Verfeinerung des Gesch- 
macks, und ihrer Sitten fliessen, auf den ganzen Staat und auf die Biegsamkeit 
seiner Burger erstrecken, aus diesem wichtigen Grunde, sagen wir, freuen 
wir uns, dass wir die Mittel m Handen haben, unsern Mitburgern, ausser 
dem edelsten Vergnugen, dessen der mcnschliche Verstand nur fahig seyn 
kann, auch die reichsten Schatze einer gelauterten Moral zu gewahren 

Wir wollen uns uber die Moglichkeit und Gewissheit dieser Absicht 
naher erklaren 

Eine kleine Gesellschaft gutdenkender Burger hieselbst hat schon seit 
verschiedenen Jahren auf die Ausfuhrung dieses Plans gedacht, und da 
sie gegenwartig dahin arbeiten, erne hinlangliche Anzahl von gesitteten 
Leuten zu erhalten, und die zugleich die vortrefflichsten und besten unter 
den deutschen Schauspielern sind, so sind sie wdlens, das deutsche Theater 
zu derjemgen Zeit, die alsdann in den bffenthchen Blattern bekannt 
gcmacht werden soil, mit aller der Vollkommenheit zu eroffnen, die man 
mit Recht von eincr wohlcingcrichtetcn und lehrrcichen Buhne fodert 
Man hat zu dem Ende das Directorium derselben den Handen eines 
Mannes anvertrauet, dessen untadelhtifte Sitten, und dessen bewusste 
Einsichten in die Geheimnisse dieser Kunst zu der Aufnahme des Theaters 
nothwendig sind Da dieser Mann nichts mit der eigendichen Arbeit als 
Acteur zu schaffen haben wird, sondem lediglich, ausser den bekannten 
Pflichten, die einem jeden Directeur obhegen, noch die so hochst noth- 
wendige Verbmdhchkeit uber sich genommen hat, fur die Bildung des 
Herzens, der Sitten und der Kunst junger, angehender Schauspieler zu 
sorgen , so kann man leicht deriken, dass das Publicum sich in der Erwartung, 
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die man ihm macht, gewiss mcht betriegcn wird Man ist willens, dieser 
Gescllachaft gesitteter und einsichtsvoller Lcutc alle die Vortheile zu ver- 
Bchaffen, die man m einer theatralischen Akademie gewinnen kann. 
Zu dem Ende wird der Directeur, ausser seinem ubngen Untemcht, der, 
wie bereits gesagt, die Bildung des Herzens und des Geschmacks betrifft, 
iiber kurze von ihm herauszugebende Grundsatze der korperlichen 
Beredsamkcit,! und uber des Dorat vortrefflichen Essai sur la Declamation 
Tragique, der nachstens National gemacht werden soil, ordentliche Vorle- 
Bungen halten Man wird sich hiebey der vortrefflichen theatralischen 
Auszuge bediencn, welche Herr Lessing in seiner theatralischen Bibliothek, 
und in den Beytragen zur Histone des Theaters aus den besten Werken der 
Auslander gemacht hat In diesen Vorlesungen sollen diejemgen, die sich 
der Buhne widmen, von den ersten Anfangsgrunden der Kunst an, durch 
das ganze dramatische Feld gefuhrt, und nut den Geheimnissen dieser 
wichtigen Kunst bekannt gemacht werden Den theoretischen Untemcht 
wird man ihnen durch Beyspiele unsrer besten Acteurs crlkutem lassen, 
und da sie vomehmlich dereinst m dem Spiele der Leidenschaften die 
Seele der ganzen Action setzen mussen, so wird es eins von den Haupt- 
geschaften dieser theatralischen Vorlesungen seyn, sie nut der wichtigen 
Lehre der Affecten bekannt zu machen, und uberhaupt mchts vergessen, 
was nur irgend zu den fcinsten Nuancen dieser schweren Kunst gezahlet 
werden kann 

Da man den Schauspieler so vortrefflich zu bdden suchen wird , und er, 
wenn zu dicsem Untemcht Talente kommen, dem deutschen Theater 
gewiss Ehre macht, so ist man auch darauf bedacht, die ausserlichen 
Glucksumstande desselben vorzuglich bequem einzurichten Man wird 
daher den Stand dieser Leute so geehrt zu machen suchen, als es die Kunst 
verdient, der sie sich gewidmet haben Man wird einen, ihren Talenten 
angemessenen,jahrlichen Gehalt aussetzen aber vorzuglich daraufbedacht 
seyn, diejemgen Schauspieler anstandig und Lebenslang zu versorgen, die 
Altershalber dem Theater mcht mehr dienen konnen Bey dergleichen 
gUnzenden Aussichten aber verlangt man durchaus die strengste, edelste 
und untadelhafteste Auffuhrung, und die besten und hebenswurdigsten 
Sitten, die Leute von gutem Denken, und einer femen Lebensart unter- 
scheiden mussen Da der ganze Nutze des Theaters, der uberdem immer 
beschneen wird, sogleich wegfallt, und die Sitten der Mitburger umsonst 
gebessert werden, wenn diejemgen, die der Spiegel dieser Sitten seyn sollen, 
ihre eigene Handlyngen beflecken, so wird die ungeheuchelte Gottesfiircht, 
der Abscheu an alien, der burgerlichen Gesellschaft so gefahrlichen Eastern, 
eine unverletzte, und von dem genngsten Verdacht befreyte Lebensart, 
die erste Pflicht ernes jeden Schauspielers seyn, und auch der Beste untcr 
ihnen wird sogleich alle Vortheile verheren, so bald man ihn von dieser 

* Lowen proposed to publish a new edition of this work, which appeared 
originally m 1 755 
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Pflicht, und von alien den dbngen strengen Gesetzen, die man unter sich 
machen wird, nur im genngsten vorsetzlich abweichen siehet 

Da endlich sclbst nach dem Ausspruch des Diderot, eines Philosophen, 
der selbst bey semen wichtigen Arbeiten, so viel Zeit gefiinden, zwo der 
grossten Meisterstucke fur dels Theater zu verfertigen, der theatralische 
Nutze nur alsdann erst betrachtlich fur eine ganze Nation werden kann, 
wenn sie ihre eigene Buhne hat, so wird man sein wichtiges Augenmerk 
seyn lassen, das deutsche Theater mit der Zeit so national zu machen, als 
sich alle andere Nationen des ihrigen zu ruhmen Ursache haben Man 
weiss, dass dies das erste Geschafte unserer dramatischen Dichter seyn 
muss aber man kermt auch die Ursachen, die dieser Arbeit zum Theil 
noch immer im Wege gestanden sind , und man hofft, durch Aufmunterung 
und ausgesetzte Preise diese Absicht mit zu erreichen Freylich wird man 
durch Belohnung keine eigendiche Genies fur das Theater bilden konnen, 
aber die Talente dererjenigen, die bereits Genie haben, durch thatigen 
und belohnenden Beyfall der Nation anzufeuern, 1st langst bey alien 
Nationen, von den Griechen und Romern an, von dem herrlichsten Nutzen 
gewesen Man wird demnach jahrlich einen Prcis von funfzig Ducaten, 
aufdas beste Trauerspiel, es sey heroisch oder burgerheh, funfzig Ducaten 
auf das beste Lustspiel setzen, und es mit der Einsendung durch versiegelte 
Namen und Devisen eben so halten, als es bey alien gelehrten Gesellschaftcn, 
und noch zuletzt bey den erhabenen Kennern des Schonen, bey den 
Verfassern der Bibhothek der schonen Wissenschaften zum Ruhm des 
deutschen Geschmacks ublich gewesen 1st Die Entscheidung, welches von 
den eingesandten Stucken den Preis vcrdienet, wird man auf den Ausspruch 
der Leute von bekannten Talenten ankommen lassen Die Ankundigung 
des erhaltenen Preises wird, so wie bey der Bibhothek der schonen Wissen- 
schaften, ^ jedesmal offenthch, mit dem gekronten Stucke zugleich, durch 
den Druck geschehen 

Eine solche Buhne, von deren nahem Einrichtung, Beschaffenheit und 
Fortgang man von Zeit zu Zeit fortfahren wird, dem Publico umstandliche 
Nachricht zu ertheilen, darf allerdings des Beyfalls unserer gesitteten 
Mitburger gewiss seyn Und um das Antheil offenthch zu ruhmen, das 
diese gesegnete Stadt an der Verbesserung des Geschmacks, und der 
Verfeinerung der Sitten nimmt, wissen wir kem besseres Merkmaal einer 
unausloschlichen Dankbarkeit, als wenn wir uns entschliessen, verschie- 
denemal, freywillig des Jahrs, an gewissen bestimmten Tagen, die ganze 
Einnahme den hiesigen offentlichen frommen Stiftungen und HSusern zu 
widmen Man hofft, im Stande zu seyn, bey der Erofftiung dieser Buhne 
die zwote Nachricht von der Einrichtung derselben dem Publico vorlegen 
zu konnen ® 

^ Cp Bibhothek der schonen Wissenschaften und da fr^en Kunste, i (Leipzig, 1757), 
p 15 The prize here was awarded to Croncgk’s Codras See below, p 147 (note i) 

* No ‘zwote Nachricht’ was issued, its place was presumably taken by Lessing’s 
Ankundigung 
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It was proposed then to eliminate the ‘Principal’ — 3 . reform which 
Lessing endorses {Ank 3 1 ) — and to institute fixed salanes ; and old-age 
pensions were promised Lowen had particularly at heart plans which 
would make the life of the acUng profession less precarious He warmly 
supported the claim which Johann Elias Schlegel had put forward, 
and which Lessing himself quoted in his Ankundigung (24) 

Die Ursache, dass noch kein hiesiges Theater von Bestand gewesen 1st, 
scheint diese zu seyn, dass man vorhm den Komodianten selbst die Sorge 
uberlassen hat, fur ihren Verlust und Gewinnst zu arbeiten Entweder 
wird in diesem Falle alles durch den Neid verderbt, der leicht in erne solche 
Gesellschaft einschleichen kann, odcr sie vcrzchrcn auf einmal die Ein- 
kunfte der fetten Zeiten, und in den magern machen sie Schulden Sie 
mussen also unter einer gewissen Aufsicht stehen, und nach festgesetzten 
Regeln arbeiten ^ 

It was hoped to reahse the scheme for the better training of actors 
which Ekhof had initiated in Schwenn, by the institution of a 
‘ theatrahsche Akademie ’ , and Lowen was to give lectures on declama- 
tion and ‘Mimik’ To encourage dramatic writers prizes were to be 
given for the best onginal tragedies and comedies In all this Lowen, 
convinced that ‘der Vorwurf, den uns die Auslander machen, dass 
wir kein eigenes Theater haben, mehr als zu gegrundet [1st] ’,® was 
inspiied by the most admirable ideals, and he nghtly believed that 
Hamburg was the best place in which to try the experiment ® It is 
unfair to stigmatise him as merely an ambitious journalist, intent on 
furthering purely personal ends , he was entirely sincere in his desire 
to give Hamburg an organised and efficiently equipped theatre 
Between October, 1766 and the opening day, April 22, 1767, he put 
his best energies into the work of preparation, and his address to the 
staff of the theatre before the first performance is admirable * 

* The passage is not from the Gedanken cat Aufnahrm des damschen Theaters, as 
Lessing implies, but from the short essay, Schrnben van Emchtung eines Theaters in 
Kopenhagen, which precedes it in Schlegel’s Werke {ed cii iii, p 252) 

* The reviewer of Nicolai’s Briefe uber die sekonen Wissenschaften in the Bibhothek 
der sehonen Wissenschaften (1, pp 1 16 f ) had said *Hier stimmen wir den Herm V 
vollkommen bey, wann sie behaupten, dass es mit unserer Schaubuhne gar unge- 
mem schlecht bestellt sey, und dass cben die allgemeine gute Meynung, welche 
man davon zu haben pflegt, eine wichtigc Verhinderung ihrer Verbesserung sey ’ 

* Cp the dedication of vol iv of Lowen’s Schriften (Hamburg, 1766), p [lu] 

‘Ea fehlt freylich noch viel, che wir so weit kommen, uns ernes Nationaltheaters 
nihmen zu durfen , allein, wenn wir me den Anfang machen wollen, wie werden 
wir es erhaltcn^ Kein Ort in ganz Deutschland ist hiczu gcschickter, als eben 
Hamburg,’ *■ Reprinted by Stumcke, op at pp 91 if 
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He shared, however, the fate of every would-be reformer of the 
theatre, from the first he was met by the bitterest opposition, even on 
the part of those who were to benefit by his reforms There were 
plenty of people in Hamburg who, as Lessing said {Ank ii) 

beyjedem guten Unternehmen mchts als Nebenabsichten erblicken Man 
konnte ihnen diese Beruhigung ihrer selbst gem gonnen, aber, wenn die 
vermeinten Nebenabsichten sie wider die Sache selbst aufbnngen, wenn 
ihr hamischer Neid, um jene zu vereiteln, auch diese scheitern zu lassen, 
bemuht ist so mussen sie wissen, dass sie die verachtungswurdigsten Glieder 
der menschlichen Gesellschaft sind 

‘Es regnete Pasquille der unflatigsten Art auf sic’, writes F L W. 
Meyer, 1 and J F Schutze makes a similar statement 

Andre, aus Neid, Nebenabsichten und Neuerungshass, verhohnten 
offendich die gute Sache Ein Schongeist (wahrscheinlich Dreyer) liess 
folgendes gegen Lowens Nachricht handschriftlich ins Publikum fliegen 

Klein 1st der Buhne Ruhm, der Schade desto grosser, 
der aus dem Zweck sie zu verandern fliesst, 
wenn die Veranderung mcht besser, 
als diese Nachncht 1st ® 

One must also be fair, however, to Lowen’s opponents The 
Hamburg public was, no doubt, quick to see that his innovations 
would not lead to any real improvement of the theatre Lowen had 
neither enough personality nor sufficient experience to command the 
situation, he was at the mercy of Seyler, and still more, of the actors, 
they scorned his theories and laughed at his attempts to teach them 
their business His lectures did not get beyond the first, and there 
was never any question of prizes for plays ® Before the opening of the 
theatre the promise of the Vorlaufige J^achncht had been shorn of its 
best features , and it was not long before Ekhof took over in all practical 
matters of production Lowen’s duties The cardinal feature of the 
scheme, the abolition of the ‘Principal’, was tacitly allowed to lapse 
Such a beginning was anything but promising, and only a month 
after the opening day, Lessing wrote to his brother Karl ‘ Mit unserm 

' Op cit 1, p 100 

• Op at pp 336! On Johann Matthias Dreyer see Stumcke, 0/1 cil. pp. xxvi ff , 
and O D Potkoff, op at pp 78 f 

® Schroder sums him up very fairly (Meyer, op at. i, pp 1 80 f ) ‘ Emsicht und 
guter Wille lassen sich ihm mcht absprechen, Kraft und Ansehn wurden ihm 
versagt ’ 
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Theater (das im Vertrauen ') gehen cine Menge Dmge vor, die mir 
nicht anstehn Es 1st Uneimgkcit unter den Entrepreneurs, und 
kciner weiss, wer Koch oder Kellner 1st ’ ^ Both Schutze and Meyer® 
state that it was intended to dispense with the most popular feature 
of Ackermann’s management, the ballets, but I am doubtful whether 
this was ever seriously contemplated Far from regarding them as an 
offence against artistic taste, Lowen had nothing but praise for them ® 
In any case, if there had been any such intention, it was given up at 
a quite early stage of the preparations As the attendance at the 
theatre fell off, it was found necessary to make much more objection- 
able concessions to the popular taste and have recourse to acrobats 
and jugglers to coax an unwilling public Intngue was nfe behind 
the scenes — it could hardly be otherwise where Madame Hensel was 
concerned — and financial difficulties soon became pressing, by Sep- 
tember Seyler’s means were approaching exhaustion After eight 
months the season was brought to a close on December 4, theatrical 
performances being forbidden in Hamburg in Advent, and the com- 
pany betook Itself to Hanover in the hope of retrieving their losses by 
a repetition there of the successful plays of the Hamburg season On 
May 13, 1 768, they returned to make a fresh start, but the public was 
not to be lured into the theatre in the heat of summer, and rival 
attractions, a circus and a French troupe, increased their embarrass- 
ments Moreover, they found their creditors awaiting them, and only 
with the greatest difficulty could the actors be paid their weekly wage 
The theatre had agmn to be closed for a time, by June or July even 
Lowen had deserted the sinking ship One more attempt — not entirely 
without success — was made to court back fortune in Hanover at the 
beginning of December, 1 768 , but the situation was clearly hopeless 
The actors had ultimately to use their fists to get paid at all , and on 
March 3, 1769, m Hanover, the great ‘Enterprise’ which had been 
begun with such high hopes was borne to its grave 

Lowen attributed the failure to extravagance in the management 

’ Schnften, xvii, p. 232 

* Schutzc, op cit ^ 337, Meyer, op at i, p 154 

® Cp Geschichte des deutschen Theaters (Reprint, p 58) ‘Dass die vortrefllichen 
Ballettc, mit welchen itzt vomehmlich Ackermann das Theater aufstutzet, dem 
wahrcn Geschmack nachtheihg seyn sollten, wie einige behaupten, kann ich nicht 
sehen Ich kann es ganz wol leiden, dass man auch unsern Augen ein reizendes 
Vergnugen gewahrt, wenn man vorher unser Herz entzuckt hat und es verlohnt 
sich schon der Muhe, einige von Ackermanns vortrefflichen Balletten, die zwar 
nicht alle durchgehends pantoimimsch sind, zu sehen ’ 
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and to ‘one great political mistake’ — the retention of Ackermann ^ 
Still, Ackermann had never refused his co-operation, and his hnanaal 
interest in success must surely have tempered any shght mahee that 
he may have felt Lowen died in poverty-stricken circumstances in 
1771. We part from him with kindly feelings, for, after all, his ideas 
were nght ideas, and his intentions were of the best We may like, 
too, to remember that with his poem Die IValpurgtsnac fit he contnhuted 
a stone to the great temple of German poetry, by bringing Dr Faustus 
to take part in the witches’ revelry on the Blocksberg 

Seyler’s day was by no means over when his theatre came to gnef 
He and Madame Hensel remained in Hanover, and he succeeded in 
obtaimng from George III an appointment as ‘komglicher und 
churfUrsdicher teutscher Hof-schau-spieler’ with various privileges 
and subventions The latter allowed him to deal a damaging blow 
tb any hopes that might have been entertained for a revival of the 
theatre in Hamburg , for he was able to lure Ekhof back to his flag 
But this belongs to a later chapter in the history of the German stage. 

The leading actor and the most commanding personality of the 
Hamburg company was Hans Konrad Dietench Ekhof® — he himself 
always wrote his name so, not as Eckhof He was born in Hamburg 
on August 12, 1720, in the Opemhof where the theatre was to stand 
in which he achieved his most memorable success. Although the son 
of a blacksmith who subsequently did semce as a city militiaman, 
he had a comparatively good education, and his excellent hand- 
writing obtained for him at about the age of fifteen a clerkship at the 
Swedish postal agency in Hamburg. He threw up this position, 
however, when the commissioner demanded that he should also do 
service as lackey He then found a similar post with an advocate in 
Schwerin, where his interest in the theatre was awakened by the 
books which his master permitted him to read from his library, as 
well as by personal acquaintance with Frau Sophie Schroder 
Towards the end of 1739 he joined the company which Schonemann 
was then forming — it was Schonemann’s first independent step — in 
Lilneburg. Early m 1740, he made his debut as an actor in a bam 
there m the role of Xiphar^s in Racine’s Mithndate, playing with 
Ackermann, who assumed the title-role, and Madame Schroder who 

* Hamburgische Unterhaltungen, vi, 4, October, 1768, p 348 

® Cp H Uhde, Konrad Ekhof in Der neue Plutarch, ed R Gottschall, iv (Leipzig, 
1876), pp iigff 
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appeared as Monime He made no phenomenal bcginnmg, and 
success only came to him after long years of hard work. 

Ekhof’s association with Schonemann extended over seventeen 
years, and in a member of this company. Demoiselle Georginc 
Spiegelberg, he found his future wife He married her in 1746, but 
It was not a happy mamage She was fourteen years his semor; she 
outhved him nevertheless, and the later years of marriage were 
darkened by her mental derangement In 1 740 Ekhof seems to have 
been advanced to leading roles, and as Schonemann had accepted 
Gottsched’s reforms, Gottsched’s Deutsche Schaubuhne was liberally 
drawn upon for the repertory He had also, however, invaluable 
experience in comedy In particular, Johann Christian Kruger, a 
young student of theology who turned to the theatre and was em- 
ployed by Schonemann as actor and ‘theatre poet’, provided him, 
in his Herzog Michel and m an adaptation of a play by Marivaui!, 
Der Bauer mit der Erbschaft, with two of his most popular roles In 1741 
he appeared in Leipzig, playing under the eye of the dictator Gottsched 
himself; but his first resounding success would seem to have been won 
in his native town, where the company opened their season on June 7 
of the same year with Le Ctd The alexandrines gave him trouble at 
first, but his audience was qmck to perceive the genuine feeling that 
lay behind his declamation, his fine voice earned conviction and 
made one forget his false accents and exaggerated emphasis In 1 749, 
in Leipzig, he made the acquaintance of the dramatist Christian Felix 
Weisse, who, from now on, always submitted his plays to Ekhof before 
pnnting them Through Weisse he was later introduced to Lessing, 
and the acquaintance of actor and cntic npened in the ’fifties into 
genuine intimacy For the seven years from 1749 onwards, Schone- 
mann, with Ekhof as his chief supporter, oscillated between Hamburg 
and Mecklenburg, their repertory consisting mainly of works by 
Johann Elias Schlegel, Gellert and Lessing, together with Holberg’s 
comedies and the established favountes of the French theatre On 
October 25, 1 754i Lillo’s Merchant of London [Der Kaufmann von London) 
was successfully produced in Hamburg with Ekhof as the apprentice; 
on October 6, two years later. Miss Sara Sampson was played there for 
the first time with Ekhof in the part of Mellefont, and a few weeks 
later he added shll another to his bnlhant performances with Beverley 
in Moore’s Gamester [Der Spieler) At no time had Ekhof’s support of 
Schonemann been merely that of a prominent actor, and in the later 
years when Schonemann was growing old and was more interested in 
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horse-dealmg and the? tavern than m his theatre, Ekhof became 
virtually manager In some respects the most important penod of 
his career was in the early ’fifties, when the patronage of the Schwerin 
court gave Schonemann’s company something of the digmty of a 
court company there, and it is perhaps not too much to claim that 
this patronage did more towards furthering the estabhshment of a 
German National Theatre than the experiment of more than ten 
years later in which we are immediately interested To Ekhof was due 
in particular the idea of a dramatic academy at Schwenn, which, as 
we have seen, was also to have been a feature of the Hamburg under- 
taking 

In 1757 Ekhof left Schonemann to join the company of Franz 
Schuch, a popular harlequin-player, then in Danzig, but this con- 
nexion did not last long, before the end of the year he was back again 
ifl Hamburg with his old company, Schoriemann having meanwhde 
withdrawn altogether from its management Things did not go well 
with the company, however, and Gottfried Heinnch Koch next came 
to the rescue of the Hamburg theatre Under Koch Ekhof played for 
the next five years, mainly in Hamburg and Lubeck The two actors 
did not get on well together, Ekhof missing the freedom he had 
enjoyed under Schonemann, and when, in 1 764, Koch again opened 
a season in Hamburg, Ekhof left him, going back to Ackermann who 
was then playing in Hanover With Ackermann he returned to 
Hamburg and was the chief and indispensable prop of the company 
during the season which preceded the inauguration of the National 
Theatre The Seyler regime no doubt suited Ekhof, for he had soon as 
free a hand as he could have desired And, as we have seen, he 
remained faithful to Seyler after the latter’s failure Subsequently he 
enjoyed the patronage of the Duke of Gotha, who inaugurated under 
his directorship the first German Hoftheater, in the modem sense, in 
his capital In Gotha Ekhof passed the remainder of his days His 
death, hastened by an overdose of laudanum, occurred on June 16, 
1778, his last role having been the Ghost in Hamlet on February 1 1 
of that year 

Like our own Garnck, Ekhof suffered under physical disabilities, 
he had a short, unprepossessing figure But, again like Garnck, once 
he was on the stage, he made his audience forget such disabilities 
His principal asset seems to have been his magnificent voice Although 
he had learned his art under Schonemann, he avoided the stiffness of 
Schonemann’s school, introducmg into his dehvery of tragic r 61 es a 
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natural tone which did a great deal towards counteracting the rant 
into which, on German hps, the alexandrine so readily degenerated 
In comedy he avoided stiU more the conventional tone of the French 
theatre, but here at times he went to extremes of coarseness and 
vulgarity which distressed his admirers 

From the Dramaturgie it might be inferred that Lessing regarded 
Ekhof as little short of the ideal actor, he has only praise for him ^ 
Obviously, however, one could hardly expect Lessing to be entirely 
honest here m the opinions he expresses about Ekhof His first mention 
of him (ii, 91) is to say that ‘whatever role he plays, even if it be the 
smallest, one recognises in him the foremost actor, and can only regret 
that It IS not possible to see him play aU the others’. In St. m and rv 
he illustrates the art of delivering ‘moral maxims’ from Ekhof’s part 
of Evander m Ohnt und Sophroma Later, he singles out for particular 
praise his acting as the father m Julie (ix, 97), especially the ‘way ih 
which he brings down over his eyes the grey hair by which he conjures 
his daughter’ As Orosmann in (xvi, 147) Ekhof typifies ‘every- 
thing that Saintc Albme will have us observe, in so perfect a way that 
one might think he alone had been the critic’s model’ As Sidnei 
(xvn, 37) ‘unquestionably one of his strongest roles what a 
wealth of expressive gestures ' what an impelling tone of conviction ' ’ 
Lessing praises his convincing playing of Dorimond in Ceme (xx, 76) 
‘this mingling of gentleness and seriousness, of softheartedness and 
sternness, will actually exist in just such a man, or it will be found 
nowhere’, and he has particular praise for a gesture of Ekhof’s at the 
close of the piece ^ Again Ekhof’s Graf Essex calls forth Lessing’s 

* The only passage where Lessing seems to reflect adversely on Ekhof is (xvn, 
120) where he speaks of the farcical treatment of the r61e of Strabo in Regnard’s 
Demoent, but this is mainly a translation from a French criticism of the r61e (see 
below, p 194) 

• F L W Meyer {op ril i, p 1 29) writes of a performance of Ceme m Hanover 
on May 9, 1764 ‘Eckhof [spielte] den Mencourt in der Ceme, bei weitem nicht 
so gut als Kirchhof Drei Jahr spater ubemahm er den Dorimond, der ganz fur 
ihn gemacht war, und worm er sicherhch auf keiner Buhne der Welt ubertroffen 
werden konnte, eben well ihm der Korper nicht im Wege stand Hier trafen 
Vortrag der Rede, Ausdruck des Gesichts und flewegung der Hande meisterhaft 
zusammen, und Schroder war, so oft er dieser Rollc erwahnte, noch beredter in 
Eckhofs Lobe als Lessing selbst Nur glaubte er, dass Lessing die Gebchrde, 
wclche die grosse Welt bezeichnet, die Mencourts Vaterland 1st, nicht so sehr 
herausstreichen, mcht sagen sollen wer sie dem Mann gclehrt weil er dafur hielt, 
kem verstandiger Schauspieler werde die Stelle anders bezeichnen, jedem musse 
die Natur das Namliche eingeben ’ For the Latin quotation at the end of this 
criticism (xx, 06) see below, p 479, note 2 
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admiration (xxv, 44). In Schroder’s judgment Ekhof’s Masuren in 
Der poetische Dorfjunker was a caricature, and Karohne Schulze de- 
scribed It as ‘ekeUiaft’, but Lessing does not mention his acting of 
this part at all , his Patelin again, which was notorious for its vulganly, 
Lessing describes (xiv, 108) as ‘quite excellent’ ^ 

Ekhof’s weak side was a growing vamty which led him to show his 
versatility by playing roles for which he was physically unsuited We 
find him assuming youthful parts — Franz in Die Hausfranzosin,^ Von 
Kaltenborn in Das Testament^ Lycast, the younger brother in Romanus’s 
Die Bruder, while the young actor Bock played the older brother — 
when he was not far short of fifty ® At the first performance of Minna 
von Bamkelm in Hamburg he played Tellheim, and Schroder com- 
mented on his performance ‘Unubertreffl[ich], wenn der Korper 
gepasst hatte ’ * 

• Ekhof had also hterary ambitions and talent He translated La 
Chaussee’s Die MutteTschule in 1753, and Collet’s Die wuste Insel in 
1762,® he had a share in the version of Voltaire’s Der verlorene Sohn, 
pubhshed in Hamburg in 1 754 (m Schonemann’s J^eue Sammlung von 
Schauspielen, 1) as well as in the verse translation of Der verheyrathete 
Philosoph by Destouches ® A rendenng, published in 1780, of the 
chapter on the theatre in J F von Bielfeld’s Progris des Allemands was 
by him, and he had the intention of translating an Enghsh book on 
The Art of Acting’’ and of writing a history of the German theatre His 
playbills and materials collected for this purpose, now preserved in 
the Herzogliche Bibliothek, Gotha, are of the greatest value for the 
theatncal history of his time He is also said to have translated 
Diderot’s Pire de Famille, but to have withdrawn his translation when 
Lessing’s version appeared 

Ekhof may be said to have combined a respect for the classical 
traditions of the art of acting in the eighteenth century with the 

* Cp Meyer, op cit i, pp 128 f, 139, see also below, p 69 

® But see below, p 80 

“ Meyer, op 1, p 15 1 

* Ibid 11, 2, p 20 The Hamburgische Unterhalimgen, vi, 6, December, 1 768, while 
praising his acting of the part, wished ‘er [mochte ihn] durchgehends mit mehr 
Wiirde spielen’ 

* Cp H A O Reichard’s Theater-Kalender, oder Taschenbuch fur die Schaubuhne, 
auf das Jahr Gotha, p 1 77 

® See below, p 63 Lessing’s criticism of this translation is in St xit (49) 

’ This may possibly have been An Essag on the Art of Acting, by Aaron Hill, 
London, 1746 
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natviralism which had been introduced with the new ‘tragedy of 
common hfe’ and which was sponsored by Diderot, in other words 
his attitude was identical with that which Lessing maintained as a 
cntic of the drama This may well explain the wholehearted apprecia- 
tion which Lessing expresses for Ekhof ’s art In other respects Ekhof 
showed himself worthy of the sobriquet subsequendy given him ‘ der 
Vater der deutschen Schauspielkunst’ In an age when his profession 
was regarded as lying outside the pale of respectable citizenship, he 
won by his straight dealing, his upright life, his efforts to improve the 
moral and social standing of the actor, and his own intercourse witlj 
the intellectual ehte of his time, general respect which redounded to 
the honour of the German theatre 

Beside Ekhof stood, as the two outstanding male players of the 
National Theatre, Bock and Borchers Johann Michael Bock (1743- 
93), who had begun life as a barber, joined Ackermann’s company in 
1 762 and came rapidly to the front He seems to have been a service- 
able actor with an unimposing figure and no very conspicuous genius , 
but he was a favounte with the public An anecdote which Schroder 
tells of him has clung pertinaciously to his memory On his return to 
Hamburg in 1768, Schroder asked him how he was getting on, his 
reply was to the effect that he had now learned the tnck of winmng 
applause — which was to let his voice drop before his exit and then 
suddenly burst out into loud tones * It is possible that Lessing had 
this affectation in mind when in St v ( 1 1 9) he deprecated the appeal 
of certain actors to the gallery by a noisy exit Bock was better in 
youthful comedy parts — Schroder mentions Theophan in Lessing’s 
Freygeut as his best* — than in tragedy, where his declamation tended 
to degenerate into rant He remained faithful to Ekhof and became 
his successor in Gotha, where he had the reputation of being a good 
Hamlet Subsequently he went to Mannheim where he played leading 
roles with Iffland He was the first Karl Moor His death occurred 
in 1793 

David Borchers ( 1 744-96) was much more talented than Bock He 
was a native of Hamburg, and the son of a clergyman He early 
gave up his theological studies at Gottingen to become an actor, and 
Ackermann took him into his company as a beginner at eight marks 
a week He had an unmistakable talent for the stage, even as a novice 
he played with extraordinary sureness, and his versatility was greater 

* F. L W Meyer, op nt 1,^ 187 

’ Ibid p 147 



Organisation and Staff of the Theatre 33 

than that of any other German actor of his time He seems to have 
been equally successful as a young lover and a comic ‘ charge ’ , and 
he even shared with Ekhof quite elderly parts The only time that 
Lessing mentions him (xix, 120), it is to praise him for this versatility 
Had it not been for a lamentable instability of character which was 
his rum, he might have nsen to be one of the great actors of his 
time 

The new direction retained — ^perhaps as a kind of peace-offenng — 
the services of Ackermann and his two daughters , but Ackermann, 
who had been through so much anxiety in the preceding year, was 
not very willing to co-operate he declined at first to let himself be 
formally bound He promised, however, to help the new company 
should difficulUes arise He would accept no payment for such services 
during the summer, which he spent mainly with relatives in Mecklen- 
bhrg ^ His name appeared only once on the playbills in Lessing’s 
time, in Der verheyrathete Phtlosoph by Destouches, and on that occasion 
(April 30, 1 767 , XII, 59) Lessing descnbed him as ‘ unexceptionable ’ 
(‘unverbesserhch’), but he also acted dunng the month of May in 
Das Cqffeehaus, Miss Sara Sampson, Das Gespenst mit der Trommel (twice) 
and Die falschen Vertraulichkeiten , on July 3 and again on August 24 he 
played in Solimann der ^weyie, and in the performances of Minna von 
Barnhelm on September 30^ and October i he was the Wachtmeister. 
From September on he accepted a regular engagement at eight talers 
a week, the same sum being paid for the services of his daughters.® 
The situation was, no doubt, a difficult one — the actual owner of the 
theatre was a salaried actor of the company, and there may have 
been some ground for Lowen’s complaint that it was one of the 
reasons for the ultimate disruption 

Of the other actors of the troupe little can or need be said Lessing 
has a word of commendation for Johann Gottlieb Hensel, the husband 
of Madame Hensel, he and Merschy seem to have been capable 
interpreters of lackeys and servants — Lessing praises them for this 
(xviii, 69) — and such characters had a large share in the comedy of 

^ F L Schmidt, GeschichU des Hamburgischen TheaUrs (FortsCtzung) in Almanack 
furs Theater j Hamburg, i8io, p 5 (quoted also by Litzmann, op at 1, p 345) 

" This date is uncertain The Hamburgischc Address-Comtoir Nachnchien of Sep- 
tember a8, 1767, announced the first performance for September 30, and a 
repetition for October i The playbill for September 30 is missing from Ekhof’s 
collection, the printed word ‘nochmals’ on the playbill for October i has been 
crossed out in ink 

® F L Schmidt, loc at 
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the time > Christian Wittho/l was engaged from Koch’s company to 
take over Ackermann’s roles, he was a capable actor of comic old 
men and servants Schmelz, Gludius, Garbrecht and Schulz arc 
hardly more than names to us 

Of the women the most commtinding personahty was, needless to 
say, Sophie Fnedenke Hensel {nde Spanjiann) She was born m 
Dresden on May 23, 1738, and began her stage career in 1754, her 
d6but bemg in Voltaire’s ^ayre. A year later she married Hensel, 
but the bonds of matrimony did not he heavily on either husband or 
wife For the greater part of her stage career she had been associated 
with Ackermann, her reputation rapidly grew, and at the time of the 
National Theatre she was generally looked upon as one of the first 
actresses of her time Lessing descnbes her (rv, 1 08) as ‘ unquestionably 
one of the best actresses the German theatre has ever had’, and he 
gives us the impression that he regarded her as a worthy partner 'of 
Ekhof himself But in the case of no member of the Hamburg staff 
was It more obviously necessary for him to express himself warily than 
in hers She had an imposing stage presence and an impressive 
declamation ‘Sie weiss’, he said, (rv, no) 

den verworrensten, holpnchsten, dunkclsten Vers, nut einer Leichtigkeit, 
mit einer Pracision zu sagen, dass er durch ihre Stimme die deutiichste 
Erklarung, den voUstandigsten Gommentar erhalt Sie verbindet damit 
nicht selten ein Raffinement, welches entweder von einer sehr glucklichen 
Empfindung, oder von einer sehr richtigen Beurteilung zeugct 

And he proceeds to demonstrate these qualities by an analysis of her 
rendering of the love scene m Act lu, sc 3 of Ohnt und Sophnnia * One 
cannot help thinking, however, that when Lessing reproves the poet 
for letting his Glonnde ‘ rave in the true tone of a drunken vivandi^re ’ 
(v, 39) , he IS also expressing disapproval of the interpreter of the role 
He describes in detail and praises Madame Hensel’s death scene in 

^ Schroder’s opinion of them (Meyer, op cit i, pp 147 f) Has ‘Hensel war 
fleissig, und in dummen schlafrigen Bedienten, und einigen komischen Alten, sehr 
brav Er ubertrieb me Zu emsthaften Rolien konnte er nur aus Noth gebraucht 
werden Merschy besass mehr Leben und eigentlich konusche Kraft, aber es fehlte 
ihm an Kopf Als Figurant war er brauchbar, und ein trcfflicher Picrot ’ Schroder 
IS said to have taken Lessing to t^sk for his praise of these two actors Lessing’s 
answer was * WoUen Sie auf erne Redensart Gewicht legen, die sich selbst wider- 
spricht^ Was kann man sich nicht besser wunschen?* (v W Gosack, Materialien 
ZUT Hamburgischm Dramatwgief 2nd ed Paderborn, 1891, p 133 ) 

* This IS an imitation of a similar analysis by Sainte AJbme of a scene in Phidre 
(see below, pp 478 f ) 
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Miss Sara Sampson (xin, 123) ‘Nothing more can be demanded from 
art than what she achieves in the r 61 e of Sara But in writing of her 
Ceme on May 22 he tempered high praise with a word of censure 
He said (xx, 70) ‘I only know of one defect, but it is a very rare 
defect, a very enviable defect the actress is too big for the role I seem 
to see a giant exercising with the gun of a cadet I should not hke to 
do everything that I am able to do excellently ’ Madame Hensel 
resented this criticism as a reflection on her personal appearance, with 
the unfortunate consequence that, after the twenty-fifth part of the 
Dramaturgic, Lessing decided that it would be advisable not to criticise 
the players at all Another ground for Madame Hensel’s umbrage 
may have been that she felt Lessing was not doing her justice m his 
journal Down to the beginning of June, when his criticism of the 
actors was suspended, she had played twelve leading parts, and 
of these only the three just mentioned had been noticed by him 
He Ignored her playing of Semiramis, Zayre and Hennette (in 
Der poetuche Dorfjunker ) — in the two latter of which at least she 
was famous — while he had criticised Madame Lowen on five 
occasions 

In his criticism of the acting of Graf Essex, in which Madame 
Hensel did not appear, Lessing makes a generahsation which 
seems to throw some hght on his judgment of her In speaking of the 
difficulties of an actress m impersonating a character such as Queen 
Elizabeth, who is both tender and proud, he asks (xxv, 66) 

Wie kann eine Aktrice nun weiter gehen, als die Natur^ 1 st sie von einem 
majestatischen Wuchse, tont ihre Stimme voller und mannlicher, 1st ihr 
Blick dreist, ist ihre Bewegung schnell und herzhaft so warden ihr die 
stolzen Stellen vortrefflich gelingen, aber wie steht es nut den zartlichen^ 

I Karoline Schulze, Madame Hensel’s predecessor in Hamburg, asserted in her 
Denkwurdigkeiten, published by H Uhde in RiehJ’s Historisches Taschenbuck, 5te 
Folge, 111, Leipzig, 1873, p 398 (referred to by Petersen, Lessings Werke {Goldene 
Klassiker-Biblwthek) , Berlin [1925—29], Anmerkmgen zu Teil i-y, p 193) that her 
rival had borrowed her ‘business’ from her ‘An jungen Actricen, welche neben 
ihr emporzukommen trachteten, versundigte sie sich geradezu, so auch an mir 
Und doch lauschtc sie mir mehr als eine Nuance memes Spieles ab, so zum 
Beispiel copirte sie raich vollig als Sarah Sampson, und wenn ihr der grosse Lessmg 
in seiner “ Dramaturgie ” wegen der Sterbescene ein so bedeutendes Compliment 
macht, so gilt dasselbe eigenthch mir, denn die Hensel ahmte mir sklavisch nach 
Leider hatte ich ja Gelegenheit gehabt, die Schauer des Todes an mehr als einem 
Sterbebette zu studircn ' ’ Cp for a fuller account Lebensermnerungen der Karoline 
Sehulze-Kummerfeld, ed E Benezd {SchnfUn der Gesellschafl Jut Theatergeschichte, 
xxiii and xxiv), Berlin, 1915, 1, pp 222, 224 ff 
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1 st ihre Figur hingegen wemger jmpomrend, herrscht in ihren Minen 
Sanfbnuth, in ihren Augen ein bescheidncs Feuer, in ihrer Stimme mehr 
Wohlklang, als Nachdruck, ist in ihrcr Bewegung mehr Anstand und 
Wurde, als Kraft und Geist so wird sie den zdrtlichen Stellen die volligste 
Genuge leisten, aber auch den stolzeni* Sie wird sie nicht verderben, ganz 
gcwiss nicht 

It IS tempting to see in this contrast that between Madame Hensel 
and Madame Lowen, the more so as in the next paragraph he rephcs 
to the former’s unwillingness to be criticised Possibly, too, the pen- 
ultimate sentence of this section (145) is again a reflexion on Madame 
Hensel 

Erne ernsthafte Komginn, mit gerunzelter Stirne, mit einem Blicke, der 
alles scheu und zitternd macht, mit einem Tone der Stimme, der allein ihr 
Gehorsam verschaffen konnte, wenn die zu verliebten Klagen gebracht 
wird, und nach den kleinen Bedurfmssen ihrer Leidenschaft seufzet, sst 
fast, fast lacherlich 

As far as wc can now judge, Madame Henspl was at her best m 
pathetic and tragic parts, while her tragedy queens of a heroic mould 
were apt to degenerate into extravagance and rant Schroder disliked 
her long drawn-out ‘Zittertone’ but found her excellent in quiet 
rdlcs,^ he was unable, however, to understand how Lessing could 
compare her with Ekhof He commented once, too, on her dragoon- 
like stride, which suggests the criticism of Lessing’s that gave offence * 
She was endowed to the full with the vanity of her calling, and we 
have already seen how her jealousy of Karoline Schulze had con- 
tributed to the dissolution of Ackermann’s management in 1765 
After the close of the National Theatre she remained in Hanover with 
Seyler, later she played again in Vienna, where, however, she never 
enjoyed much favour She died in 1 789 

Lowen’s wife, Elisabeth Lucia Dorothea — a daughter of Schone- 
mann, born in 1732 and married in 1757 — shared the honours with 
Madame Hensel sis far as it was permitted for anyone to share them 
But whether she was entitled to this honour by her gifts, or merely 
by her husbandls position in the theatre, it is a little difficult to say 
As Demoiselle Schonemann she had been a favourite with the Hamburg 

^ Meyer, op at i, pp 96, 141 f 

• Years later in a letter to Freiherr von Gebler (October 25, 1772, Schnften, 
xviii, p 56) Lessing gave his personal opinion of Madame Hensel Tch bin kem 
personlicher Freund von Madame Hanselin Aber ich muss ihr die Gerechtigkeit 
widerfahren lassen, dass ich noch kerne Actrice gefunden, die das, was sie zu sagen 
hat, mehr versteht, und es mehr empfinden lasst, dass sie es versteht ’ 
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public, but she had retired from the stage on her marnage When she 
joined the company now, she had not acted for mne years (viii, 44) , 
and when the Hamburg enterprise came to an end she did not act 
again Here again, Lessing’s flattering tnbute to her powers obviously 
cannot be taken too literally Criticising her Melamde, he szud (vni, 

47) 

Madame Lowen verbmdet mit dem silbernen Tone der sonoresten 
lieblichsten Stimme, mit dem offensten, ruhigsten und gleichwohl aus- 
druckfahigsten Gesichte von der Welt, das feinste schnellste Gefuhl, die 
sicherste warmste Empfindung, die sich, zwar nicht immer so lebhaft, als 
es viele wunschen, doch allezeit mit Anstand und Wurde aussert 

In the part of Celiante {Der verheyrathete Philosoph, xn, 57) he said she 
was a ‘Meistennn’, in her performance as Orphise [Cenie, xx, 63) he 
again praised her ‘ Wilrde und Empfindung’ ‘Every mien speaks of 
the calm consciousness of her unrecogmsed worth, and gentle melan- 
choly can only be successfully expressed by eyes and tone like hers ’ 
He paid her a compliment when she appeared as Frau Praatgem in 
Die stumme Schonheit (xin, 116), although he did not find the role 
suited to her talent Finally, on one occasion only, he had the 
opportunity to which he had looked forward (vni, 99) of criticising 
her m a tragic r 61 e, that of Elisabeth in Graf Essex (xxv, 85) He 
commended her, and justified her for representing the queen rather 
as ‘the tender woman’ than ‘the proud monarch’ Her talent was 
obviously of a quieter and more subdued kind than Madame Hensel’s , 
more than once Lessing uses the expression ‘Anstand und WUrde’ 
in describing her acting ^ She showed to the best advantage in 
comedy, in tragedy, Meyer tells us, she had the stiff declamatory 
style of her father’s school 

It IS sometimes claimed that the real gemus among the actresses 
of the Hamburg theatre was not Madame Hensel, but Madame 
Susanna Mecour {nSe Preissler) Born in Frankfurt am Mam in 1738, 
she made her debut m 1 754, and had a vaned and chequered career 
before the Hamburg days Shortly before she came to Hamburg she 
had been playing with the Viennese company of jSernardon (J F 

' VI, 9 , VIII, 5 1 , (for a further use of the expression ‘ Anstand und Wurde ’ cp uv, 

123) 

* Meyer, op cit i, p 182 ‘[Madam Lowen erhiclt] den grossen und verdienten 
Beifall, derjeder ihrer Darstellungen gebuhrte Nur im hohen Trauerspiel waren 
Sprache und Anstand etwas geziert, und crinnerten an den allgemeinen Fehler der 
Schonemaimschen Schule, von dem nur Eckhof sich rem erhielt ’ 
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Kurz), which visited the chief middle German towns in 1765 and 
17665 and she was, no doubt, the best of Lowen’s new recruits She 
brought with her several of the plays, new to Hamburg, in which she 
had been appearing, among them Olint und Sophronia\ but she does 
not seem to have made much impression as Sophronia Nor, indeed, 
was she smted to tragic roles Her particular province was soubrette 
parts, her best being Franziska in Lessing’s Minna von Bamhelm Un- 
fortunately, either from vanity or from an unwillingness to cross 
Madame Hensel, she made it a condition that Lessing should not 
mention her, either favourably or unfavourably, in his Dramaturgie 
This refusal, if it has deprived her of immortality, has also woven a 
nimbus of mystery round her head and has perhaps tempted critics 
to make exaggerated claims for her genius It is difficult to form any 
clear estimate of her success , but personal charm she certainly had, 
as Schroder was to find later She acted subsequently under Ekhbf 
in Gotha, and then again in Vienna, where she died in 1784 A 
portrait of her as Franziska is to be found in Reichard’s Theater- 
Kalender auf das Jahr ijj 6 * 

Sophie Bock {nSe Schulz), wife of the actor Bock, played as her 
speciality coquette roles, and m particular those in which she had to 
don male attire ‘she handled the hat’, said Schroder, ‘more easily 
than the fan’ ^ In parts m which she was not called upon to belie 
her sex she was stiff and affected, whereas in doublet and hose she 
possessed grace, self-assurance and freedom Lessing commends her 
as Manley in Weisse’s Amalia, she played the role, he says (xx, 92), 
‘with much charm and all the unforced ease without which we 
should find it rather improbable that a young woman should be so 
long unrecognised as such ’ But her broad Hamburg accent seems to 
have been a serious disadvantage 

Ackermann’s two daughters, Dorothea and Charlotte, were also, 
as we have seen, members of the company, but they did not take — or 
were not permitted to take — much active part in Lessing’s time But 
Dorothea was then only fifteen and her sister ten They won warm 
praise from Meyer, but it is questionable whether they mhented much 
of their parents’ talent Dorothea retired from the stage when she 
married in 1778, and Charlotte died suddenly in 1775 at the age of 

^ On Susanna Mecour sec particularly B Litzmann, op cit ii, pp 26 ff and 
Rcinccke, Biographxen eimger deutschen Schauspielerirmerii 1 (Kopenhagen und Leipzig, 
*7®7)> PP I77~90 For her performance of Sophroma in Hamburg see bdow, 
p 55 " Meyer, op at i, p 142 
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eighteen Therese Schulz, who was engaged from Breslau on Lessing’s 
recommendation, does not seem to have justified expectations But 
Cornelie Felbnch, a young actress for whom Lessing has a word of 
encouragement (x, 78) was a genuine loss to the company when she 
left Hamburg m November, 1767,* to join Karl Dobbehn m Berlin 
The other women — the wives of the actors Schmelz, Merschy, 
Renouard, Garbrecht and Witthoft — played only ummportant minor 
roles, and do not call for notice 

Regret has sometimes been expressed that one member of Acker- 
mann’s company, his afterwards famous stepson Fnednch Ludwig 
Schroder, should not have been retained and thus have been associated 
with the first ‘National Theatre’ But m those early days it could 
hardly be realised that he was anything more than a capable dancer 
and a useful actor in minor (and particularly ‘harlequin’) roles 
Schroder himself was not disposed to submit himself to the stiffer 
discipline which was threatened, and to the critical eye of Ekhof 
He preferred to try his fortune with the more easy-going Viennese 
company of Bernardon, which was then playing in Mannheim 

The management of the ballets, which would certainly have benefited 
by young Schroder’s collaboration, was entrusted to an old ballet- 
master, Gurioni, who had done useful service under Ackermann, but 
as Lessing did not share Lowen’s approval of these, he never mentions 
them, and consequently they do not concern us here 

' Cp Meyer, op cit i,p 183 ‘UnterallenerstenErwartungenmachte Demoiselle 
Felbnch, am 30sten April, in der neuen Agnes, das meiste Gluck * 



CHAPTER II 


THE REPERTORY OF THE THEATRE 

The repertory of the ‘National Theatre’ of 1767-69 — which the 
historian of the Hamburg stage described as ‘ unexceptionable ’ ^ — 
shows, in point of fact, hardly a trace of that purpose which Lowen 
had emphasised in his Vorlaufige Machncht, namely, to encourage and 
further the interests of German — or indeed, any other — dramatic 
literature Not merely had the offer of prizes for new German plays 
to be eliminated from the scheme at an early stage, but also any 
pretence at all of serving literary ends The plays which were performed 
were selected exclusively from the standpoint of theatrical expediency 
The new lessees had, it will be remembered, purchased, or undef- 
taken to purchase, from Ackermann the properties and costumes 
which had accumulated under his management, and it was natural 
that they should wish to repeat the more elaborately and expensively 
staged productions of that management This made the inclusion m 
the repertory of such pieces as Rodogune, Z^lmire and Solimann II 
inevitable But a much more cogent ground for choice lay in the 
interests and demands of the actors Madame Hensel had to be 
provided, in the first instance, with an opportunity of appearing in 
the roles with which she had won populanty, and especially those in 
which she believed she could demonstrate her superiority to the rival 
she displaced, Karoline Schulze This was an immediate motive for 
the production of such works as Miss Sara Sampson, Rodogune, ^ayre. 
Metope, Semiramis, Der verhejrathele Philosoph The wife of the director, 
Madame Lowen, who was returning to the stage after a long absence, 
naturally desired to appear in parts with which she had won her 
earlier laurels Elisabeth m Graf Essex, Melamde, Julie in Das unver- 
muthete Hindemiss, Frau Praatgern in Die stumme Schonheit, perhaps 
even Mile La Flechc in Die Hausfranzosin The principal newcomer, 
Madame Mecouf, no doubt made it a condition of her engagement 
that she should appear in the roles in which she had shone as a 
member of Kurz’s troupe in the immediately preceding years Hence 
the choice of Olint und Sophronia, Julie, and numerous other pieces in 
which soubrette parts were prominent — hence perhaps also the revival 
of Quinault’s Die coquette Mutter 

* J F Schutze, op cit p 342, cp F L W Meyer, op cit 1, p 184 
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Of the men, Ekhof obviously had to be pnmanly considered — or 
at least, he so considered himself. But as the mainstay of the company 
he acted so frequently and had so many opportumties of displaying 
his talents that he could have no reason to complain In any case, a 
season in which he did not show himself in Cenie, Miss Sara Sampson, 
Sidnei, Graf Essex, Democnt, Amalia, Der Advokat Patelin, Der Mann nach 
der Ukr, Das Caffeehaus, and, of course, Der Bauer mit der Erbschaft, was 
unthinkable Richard der Dritte and Der Hausvater also gave him ex- 
cellent opportunities But there is more than a suspicion that his 
desire to show his versatihty by appearing in absurdly juvenile parts 
was responsible for the revival of Die stumme Schonheit, Die Frauenschule, 
Die Bruder and Regnard’s Der Spieler The talents of the other members 
of the company had also to be shown to advantage, while for the 
frequent performances of Lowen’s worthless after-pieces Die neue Agnese 
arid Das Rathsel no explanation is necessary Thus until the performance 
of Minna von Barnhelm some five months after the ‘Enterprise’ was 
inaugurated — and the delay, it must in fairness to the management 
be explained, was not due to neglect on their part, but to political 
scruples on the part of the official Prussian resident in Hamburg — it 
is difficult to point to a single play the choice of which was due to a 
desire to serve the ends of literature And by the time Minna von 
Barnhelm was produced the theatre was in financial difficulties, and 
there could be less consideration than ever for literary interests It 
IS little wonder then that Lessing’s execution of that part of his plan 
which was covered by the phrase ‘cntisches Register’ was so often 
perfunctory Nor is it surprising that students of the Hamburgische 
Dramaturgic have not given the repertory of the theatre the same 
critical attention which they have bestowed on the dramatic theory 
for which that repertory provided the materials 

The section of Hamburg theatre history which is covered by the 
new experiment extended, as we have seen, from April 22, 1767, to 
March 3, 1769 It falls into four periods the first in Hamburg from 
April 22 to December 4, 1 767 , the second in Hanover from December 
28, 1 767 until May 6, 1 768 , the third again in Hambijrg from May 1 3 
to November 25,1 768 , and a final season in Hanover from December 
2, 1768 to March 3, 1769 The playbills for the entire period, with 
few exceptions, were kept by Ekhof, and are preserved in the Herzog- 
liche Bibhothek at Gotha Some of the few gaps can fortunately be 
filled by reference to the collection in the Hamburg Staats- und 
Universitatsbibliothek There are two repertory lists among Lessing’s 
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papers which supplement the playbills The first of these, a record of 
the performances in Hamburg from July i to December 4, 1767, 
accompanied by a few notes and memoranda, must have been drafted 
by him, as Muncker has shown,^ about the middle of December 1767 
The second is a hst of the performances of the second Hamburg period, 
and was drawn up by Lowen at the end of November, 1768 ® 

While only a small section of this repertory concerns the reader of 
the HambuTgische DramatuTgie, it will not be without interest to survey 
the activity of the Hamburg theatre as a whole , its ‘ unexceptionable ’ 
programme throws valuable light on the state of the German theatre 
and the conditions of German theatrical enterprise m the eighteenth 
century It has also to be remembered that, although the latest 
performance to be recorded in Lessing’s journal was that of July 38, 
1767, he had by that date only written about one-third of the work, 
and while he was engaged on the remainder he witnessed, or had at 
least the opportunity of witnessing, the continued activity of the 
theatre far beyond July This, as will be seen, is not entirely without 
bearing on his criticism 

In accordance with a common practice of the eighteenth-century 
theatre, the evening entertainment in Hamburg, which began at 
half-past five (occasionally at five o’clock), consisted normally of two 
Items a tragedy or comedy, for the most part of five acts, followed by 
fighter fare, a one-act comedy or farce (‘Nachspiel’), the latter being 
varied by pantomimic representations given by the ballet of the 
company, by musical divertissements, or even, as the theatre de- 
generated, by less reputable attractions The theatre was only open 
on five evenings of the week, there being no performances on Saturdays 
and Sundays In the following summary of its activities I do not deal 
with the ballets — as has been seen, they were completely ignored by 
Lessing, but some of them seem to have been elaborate choreographic 
productions, and they were occasionally introduced by lengthy synopses 
in the programme of the evening Such were, in Lessing’s time, 
Admetus und Alceste, produced on June 2,® and Armide, on July 14 

’ Schnften, xv, pp 48 ff * Ibid p 55 

’ The following is the description from the playbiU (in Gotha) of this ‘grosse 
Heroisch-Pantomimische Ballet’ ‘Der Schauplatz stcllt einen Tempel vor, in 
dessen Mitte ein Altar 1st Alceste und Admetus stchen mit ihren Gefolge zur 
Seiten Amor fuhrt den Admetus und Hymen die Alceste zum Altar, und die 
Liebesgotter zunden ihre Fackeln an Admetus verlangt, dass Alceste ihren 
Schleyer abnehmen soli sie weigert sich Amor thut es an ihrer Statt, und sie 
wirft sich in die Arme ihres Gemahls Der Tempel wird unter dem Getose des 
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And there were Turkish ballets, Chinese ballets, ballets of gipsies, 
huntsmen, gardeners, Flanders peasants and Strassburg market-folk ^ 
Harleqmn pantomimes were re-instated by the balletmaster Barzanti, 
who joined the company in September, 1767 They were particularly 
popular, Harlehns Grabmal being played thirteen times. Die Geburt des 
Harlekins aus einem Ei five, Reise des Harlekin und Pierot five, and Arlekin 
ein Sklave in der Turkei four Later on, four Itahan Intermezzi were 
produced. La Serva padrona, II Giocatore e la Bachettone, La Giardintera 
Contessa and La Pace campestre 

Leaving aside then such ingredients of the repertory, I append a 
synopsis of all the dramatic works performed by the ‘National 
Theatre’ in Hamburg and Hanover during the entire period of its 
existence ^ Where the number of acts in the plays m my lists is not 
specified, it is five, m the case of the ‘Nachspiele’, one I have added 
th*e original date of production of each play and the number of 
performances given ® 

Donners dutch ein finstres Gewolke bedeidtt Apollo erscheint m den WoUcen, und 
■wirft emen Dolch nutten unter das Volk, worauf der Altar auf einmal folgende 
feurige Schnft zeigt Admetus Peribit Nisi Quis Cadat Pro Ipso Das Volk 
weicht vor Angst zuruck Die Hoflinge verlassen den Admetus, und ruemand will 
sich fur ihn zu sterben darbieten Er empfindet hierauf die Wurkung dieser 
schrocklichen Verkundigung er erblasset, und ohngeachtet aller Hulfe der Alceste, 
sinkt er todt bey den Stufen des Altars nieder Alceste nimt den Dolch, durchstosst 
sich, und fallt den Herumstehenden m die Arme Sobald der Stoss geschehen, 
wird Admetus wieder lebendig wie er aber Alcesten erbhckt, fallt er semen Leutcn 
voll Raserey und sinnlos in die Arme Das finstre GewoUce verschwindet, das 
Chor der Gottcr erschemt in den Wolken, und lasst sich uber dem Tempel meder 
Durch Hulfe des Amors werden Admetus und Alceste wieder lebendig die Freude 
wird allgemein, und eine von Genus getragene Bliunenkrone komt aus den Wolken 
uber dieses Faar ’ (See also R Schlosser, Vom Hamburger Nationaltheater zur Gothaer 
Hofbuhne, ijSy—iyyg {Theatergeschicktliche Forschungen, xiu) , Hamburg, 1895, p 98 ) 

^ Cp the list of ballets performed under Ackermann and Schroder given by 
Meyer, op at 11, 2, pp 76 ff 

* The information m these lists is based mainly on Ekhof’s collection of playbills 
preserved in the Herzogliche Bibliothek at Gotha, but I am also much indebted 
to the work of R Schlosser quoted above Schlosser’s statistics contam, however, 
a number of inaccuracies ■ 

“ The statistics of performances are based on the information contained in 
Ekhof’s collection of playbills Where the evidence of these conflicts with that of 
the announcements m the Hamburguche Address-Comtoir Nachrtchten, the playbills 
have been taken as authoritative, except in one instance (see below, p 44 note i ) , 
for the small number of performances for which the playbills are imssing, the 
aimouncements in the Hamburgische Address-Comtoir Nachrichten have been used and 
figures including this evidence have been added in square brackets 
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The Hamburg ' Nationattkeater' , 1767 - 17^9 
TRAGEDIES 

German 

J E ScWegel, Canut (ly^S), i 
G E Lessing, Miss Sara Sampson (1755), 5 

C F Weisse, Eduard /// ( 1 758) , 2 , Richard 77 / ( 1 759) , 4 , Rosemunde (1761), 
3, Cnspus (1764), 4, Romeo und Julie (1767), 9 
J F von Gronegk, Codrus (1760), i, Olint und Sophronia (1760), 4 
H P Sturz, Julie und Belmorit (1767), 4 
C H von Ayrenhoff, Hermann und Thasnelda (1768), i 

French 

P Corneille, Rodogune (1644, printed 1647), 8 
Th Corneille, Der Graf von Essex (1678), 2 

F de Voltaire, Zayre (1732), 4, Alzire (1736), 3 [4], Mahomet (1742), 4 [5], 
Merope (1743), 4, Semiramis (1748), 7 
A M Lcmierre, Hypermnester {1758), 5 
P L Buyrette de ^lloy, (1762), 4 

J G Dubois Fontanelle, Encia, oder die Vestahn (1768), 6 

English 

G Lillo, Georg Barnwell (1731), 3 
J Thomson, Eduard und Eleonora (1739), 5 
E Moore, Der Spieler (1753), 4 


COMEDIES (INCLUDING ‘SERIOUS’ COMEDIES) 

OF MORE THAN ONE ACT 

German 

L A Gottsched, Die Hausfranzosin (1744), i 
J E Schlegcl, Der Triumph der guten Frauen (1748), 5 * 

J C Kruger, Die Candtrfaten (1748), 4 

G E Lessing, Der Misogyn (3 acts) (1755), 5, Der beschamte Freygeist (1755), 
5 [6], Minna von Bamhelm (1767), 15 [16] * 

K F Romanus, Crispin als Vater (3 acts) (1756), 4, Die Bruder (1761), 4 
C F Wcisse, Amalia (1765), 6, List uber List (1767), 6 
F von Heufeld, Julie (3 acts) (1766), 7 
J F Lowen, Ich fiabe es beschlossen (3 acts) (1766), 3 

* The number of performances of this play for which playbills are to be found 
in Ekhof ’s collection in Gotha is 6 But this figure includes a playbill for June 10, 
1 768 , and the Hamburgische Address-Comtoir Jfachnchten of June 1 1 states that actually 
Sublet and Der Advocat Paiehn were given on the previous evening, owing to the 
indisposition of Madame Hensel This evidence has been accepted and the number 
of performances of these three plays calculated accordingly 

* See above, p 33, note 2 
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J. C Brandes, Dtr Schein betnigt (1767), 7, Der Graf von Olsbach (1768), 2 
J. L SchJosser, Der Zn^^kampf (1767), 6 

French 

JB P Mohirt, Dte Mitnnerschule {^acti) {1661), i ,Ike Frauenschule {1662), 
7, Der Geitzige (1667), 6, Der Tartiiffe (1667), i, Amphitryon (3 acts) 
(l668), 2 , Der Kranke in der Embtldung (3 acts) (1673), 1 [2] 

Ph Quinault, Die coquette Mutter (1665), i 

J F Regnard, Der Spieler (1696), 5, Der ^erstreute (1697), 5, Democnt 
(1700). 5 

D A de Brueys and J Palaprat, Der Stumme (1691), 6, [de Brueys], Der 
Advocat Patelin (1706), 8 ‘ 

A R Lesage, Turcarel (1709), i 
J de Lafont, Der Schiffbruch (3 acts) (1710), 4 

Ph N Destouches, Das unvermuthete Hindermss (1717), 4, Der Philosoph, der 
sich der Heyrath schamet (1727), 7, Der Ruhmredige (1732), 4, Der Poet 
vom Lande (1736, played 1759), 6, Das Gespenst mit der Trommel (1736, 
played 1762), i 

P G de Chamblain de Marivaux, Die Vberraschung der Liebe (3 acts) (1722), 
7, Das falsche Kammermadchen (3 acts) (1724), 4, Das Spiel der Liebe und 
des ^ufalls (3 acts) (1730), 5, Die falschen Vertrauhehkeiten (i737)> 4 
L F de la Drevetierc Delisle, Der Wilde (3 acts) (1721), i 
T S Gueullette, Die Liebe als Lehrmeister (3 acts) {1726), 2. 

F de Voltaire, Der verlorene Sohn (1736), q, Nanine (3 acts) (1749), 6, Die 
Frau, welche Recht hat (3 acts) (played 1748 in one-act version, and 
1758 in three-act version, printed in three-act version, 1759), 3, Das 
Cc^eehaus (1760), 4, Das Herremecht (1762), 4 
P C Nivelle de la Chauss6e, ZJor Forartte/ nofA (1735), 2, Meioniife 

(1741), 6, Die Mutterschule (1744), 6 
J B L Gresset, Sidnei (3 acts) (1745), 6 “ 

G F Poullain de Saint-Foix, Die vollkommenen Verliebten (4 acts) (1748), i [2] 

C S Favart, Solimann 11 (3 acts) (1761), 9 
F d’Happoncourt de Grafigny, Ceme (1750), 6 
L de Boissy, Der Mann nach der Welt (1740), 2 
D Diderot, Der naturliche Sohn (1757), i, Der Hausvater (1758), 12 
M J Sedaine, Der Philosoph, ohne es zu wissen (1765), 6 
P A Caron de Beaumarchais, Eugenie (1767), 10 

G G Fenouillot de Falbaire, Der Galeerensklave {L’honnite Cnminel) (1767), 

7 [ 8 ] 

Italian 

C Goldoni, Der Diener zweier Herren (1749), 2, Der Lugner (1748), 6, Die 
schlaue Wittwe (1748), 4, Der Vormund (1753), i, Du verstellte Kranke 
{1750), 7 (All these comedies are in 3 acts ) 

* See above, p 44, note i * See above, p 44, note I 
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English 

G Golman, Du eifersiichtige Ehefrau (1761), 5 
Dutch 

P Langendijk, Claus LusUg (Krelis Louwen, 3 acts) (17^5)1 i 
NAGHSPIELE 

German 

K C Gartner, Du gepnljte Treat (1744), i 
J E Schlegel, Du stumme Schdnhett (1748), 6 
C Mylius, Der Kuss (1748), i 
G F Gellert, Dm AranAs Frau {1747), 3 
J C Kruger, Herzog Michel (1750), 5 
G E Lessing, Der Schatz (1750, printed 1755), 2 
S Gessner, Erast (1762), 2 
G K Pfeffel, Der Schatz (1761), 6 
F A Nuth, Du Gouvernante (1763, in revised form), i 
Th G von Hippel, Der Mann nach der Uhr (1760), 9 
J F Lowcn, Die neue Agnese (1767), 9, Das Rathsel (1767), 5 
D Schiebeier, Du SchuU der Junglinge (1767), 4 

French 

M A Le Grand, Du ausschweifende Familie (1709), 2, Der sehende Blinde 
{1716), 5, Der Sug der vergangenen l^eit (1725), 2 
Ph N Destouches, Du dreyf ache Hgrrath {ly 16), 1 

P C de Ghamblain de Marivaux, Der unvermuthete Ausgang (1724), 4, Der 
Bauer mit der Erbschaft (1725), ii 

G F Poullam de Saint-Foix, Das Orakel (1740), 2, Deukalion und Pyrrho 
(1741), 5, Der Finanzpachter (1761), 2 
— G6rou, Der Lubhaber als Schriftsteller und Bedunter (1740), 4 
Th L’AfBchard, 1 st er von Familu? (1736), 5 
F A de Ghevrier, Du Frau als Magd (L’Epouse suivante) (1755), 2 
P Rousseau, Irrungen {Les Mipnses) (1754), 4 [5] 

S R N Ghamfort, Diejunge Indianenn (1764), 5 
B J Saunn, Du Sitten der ^eit (1760), 2 [3] 

[J B Gollet de Messine), Du wiiste Insel (imitated from Metastasio, L’lsola 
disabitatd) (1758), 2 

Ph Poisson, Du Heyrath durch Wechselbnefe (1735), 5 
A ‘Festspiel', Der Burger, was performed on two evenings 

This list may be conveniently summarised in respect of the country 
of origin of the plays The figures in brackets are the number of 
performances 

^ These totals include the figures given in square brackets for the individual 
plays 
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German 

French 

English 

Italian 

Dutch 

Tragedies 

II 

(38) 

10 (49) 

3 (la) 

— 

— 

Comedies (of more 

J 5 

(82) 

43 (« 94 ) 

I (5) 

5 (20) 

I (i) 

than one act) 







Nachspiele (comedies 

13 

(54) 

>7 (85) 

— 

— 

— 

in one act) 







Festspiele 

I 

(2) 

— 

— 

— 

— 

Totals 

40 

(176) 

70 (308) 

4 (17) 

5 (ao) 

I (0 


The total number of dramatic works in the repertory was 120 and 
the number of performances 522 Thus there is an average of rather 
more than four for each piece 

As far as the German constituents of this repertory are concerned, 
the two authors who head the list are Lessing and Weisse The 
focmer’s Misogyn, Der Freygeist and Miss Sara Sampson have each 
performances in excess of the average, and Minna von Bamhelm with 
Its sixteen^ representations was much the most popular play in the 
entire repertory In all, Lessing was played on thirty-four evenings 
Weisse with seven plays — five tragedies and two comedies — has the 
same number of evemngs to his credit, his ‘ bUrgerhches Trauerspiel’ 
Romeo und Julie proving the most popular of his plays with nine repre- 
sentations Of the older generation, Johann Ehas Schlegel alone 
maintained his hold on the German public with the two comedies 
Der Triumph der guten Frauen and Die stumme Schonheit (in all eleven 
performances) , but the day of his tragedies was past, Canut being only 
played once J C Kruger reached nine performances with two 
comedies, and K F Romanus, also with two comedies, 'eight Of 
immediate contemporaries of the theatre, J F Lowen, perhaps for 
obvious reasons, comes first with three pieces and seventeen repre- 
sentations, Heufeld’s Julie reached seven, Schlosser’s Der FJoeykampf 
SIX, but Sturz’s Julie und Belmont only four J C Brandes, who joined 
the company as an actor in 1 768, cind whose plays were subsequently 
to bulk so largely in German repertories, occupied mne evenings with 
two comedies 

The oldest constituent of the repertory is naturally the French 
drama of the seventeenth century, but here, too, as in the German 
repertory, it is noticeable that the older classic tragedy in alexandnnes, 

^ This and the succeeding figure assume a performance of Minna von Bamhelm 
on September 30, 1767, in respect of which there is some uncertamty See above, 
p 33, note 2 
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for the supremacy of which Gottsched had fought thirty years before, 
had ceased to attract Racine is unrepresented in the repertory, and 
if Corneille’s Rodogune reached the respectable number of eight per- 
formances, this was due partly to its being played in a new translation 
and partly to an elaborate mtse-en-sdne Most signiiicant of all for 
the change in taste is that Der Graf von Essex, by Thomas Corneille, 
the most popular histoncal tragedy of the earher eighteenth century 
in Germany, could only be performed twice Mohere, however, 
remained in favour with six comedies and nineteen performances; 
but only Die Frauenschule and Der Geitzige had any real success 
Regnard, a well-established favourite, could still register fifteen re- 
presentations for three of his comedies 
But the dominatmg dramatist of the Hamburg theatre, as he is 
the dominatmg figure of the Hamburgtsche Dramaturgie, is Voltaire 
Of no other dramatist were so many plays performed, namely ten, 
and the aggregate of the number of evenings devoted to him — forty- 
three — far exceeds that for the next most popular dramatists, Lessing 
and Weisse But by 1767 Voltaire’s day on the German stage was 
beginning to wane, he belonged to the old guard who had been the 
mam props of the Schonemann period Alzire and Z'V’re, m fact, go 
back to Caroline Neuber’s time in Leipzig, and they stood at the 
height of their vogue m the early ’forties Their revival now could 
not but have an antiquarian flavour Next to Voltaire in popularity 
comes Marivaux with six comedies and thirty-five performances , thus 
he also is in advance of Lessing and Weisse Then comes Destouches, 
with SIX plays and twenty-three performances Nivelle de la Chauss6e 
is represented by three plays performed fourteen times De Brueys 
enjoyed considerable popularity with two comedies, one in collabora- 
tion with Palaprat (fourteen performances), but the most popular 
French comedy in the repertory, with the exception of Marivaux’ 
Der Bauer mii der Erbschaft, was Favart’s Solimann der Z^eyte, with nine 
performances — a success, however, that was largely due to its being 
one of the show pieces not merely of this company, but of Ackermann’s 
before it As far as the work of qmte contemporary French dramatists 
IS concerned, it is interesting to note that Sedaine’s Der Philosoph, ohne 
es zu wissen reached six performances, and Fontanelle’s Encia the 
same number, while the of De Belloy, a writer who had won 

the high favour of the Pans public, only rose to four. The form of 
French play that appealed most to the new generation m Germany 
was the so-called ‘drame’ Diderot had a success with his Hausvater 
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(twelve performances) which could, comparatively speaking, hardly 
be paralleled in France, Beaumarchais’ Eugenie was performed ten 
times, and Falbaire’s Galeerensklave eight 

It IS surprising that Enghsh drama should be so poorly represented 
in the repertory, for under Ackermann the Enghsh tragedy of common 
life was in favour, but even Edward Moore’s Der Spieler, which had 
been one of Ackermann’s favourites, was in these years only played 
four times Italy is better represented by Goldom, another of Acker- 
mann’s favounte authors, five of whose comedies were performed on 
twenty evenings 

Modem critics complain of the neglect of German plays in favour 
of those of French and other foreign origin, they are emphatic in 
their condemnation of the ballets and harlequinades with which the 
work of this ‘National’ Theatre was ‘degraded’ But does the 
Hamburg theatre of 1767-69 compare in this respect so unfavourably 
with other theatrical undertakings of its time'’ There was not a 
theatre in Europe in the eighteenth century which did not eke out 
Its senous entertainment and increase its attractiveness by the very 
means which the Hamburg theatre employed, our own Drury Lane, 
then and for many a year afterwards, thought nothing of softemng 
the asperities of a Shakespearean tragedy by tacking on to it a roaring 
farce, or some other form of entertainment quite as repugnant to our 
modem sense of artistic decency as the kind of ‘afterplay’ provided 
in Hamburg Native works, it is true, were neglected in favour of 
plays of foreign, and especially French, origin , as a matter of fact, 
the German plays of the Hamburg repertory do not exceed some 
thirty-three per cent of the whole But is this distressing feature to 
be laid at the door of the Hamburg management^ Is it not simply a 
testimony to the poverty of German dramatic production? Moreover, 
It has to be noted in defence of the theatre that, as it progressed, the 
balance against the national literature was steadily redressed After 
the first season in Hamburg, eleven new German plays were added 
to the repertory, as compared with thirteen French plays and one 
Enghsh play, and the number of performances of these novelties was 
not very unequal — namely, forty-five of the German productions, 
compared with sixty of the foreign 

Lessing himself gives us no reason to think that he was particularly 
dissatisfied with the repertory While recognising [Ank 72) that 
mediocre plays must form a part of it, he accepted the whole as qmte 
reasonably satisfactory Nor is there any hint, except in the fact that 
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he does not cnticise them, that he regarded the ballets as a degradation 
of the theatre In respect of the quahty of the repertory, I doubt much 
whether Lessing saw in it the defects which strike us to-day He may 
have had hard enough things to say about the hterary qualities of the 
works which came under his notice, but recogmsing the practical 
exigencies of the theatre {Ank 24 ff ) he does not cavil at its choice of 
plays, nor does he offer any suggestion as to how the quality of the 
repertory might be improved In fact, his equanimity here is a little 
disappointing There are some modem critics who imagine that 
Lessing would have welcomed it, had his Hamburg theatre elected 
to produce Shakespeare’s plays instead of Voltaire’s, which he takes 
a particular delight in condemning by pointing to the supenonty of 
the Enghsh poet But I question very much whether Lessing or any 
one else on the continent in his time would have countenanced such 
an experiment, before Ducis, in a senes of adaptations between 1 769 
and 1792, had pointed out how Shakespeare could be rendered 
practicable for the eighteenth-century theatre Even when his as- 
sociation with the theatre had long been severed and the unhappy 
•Enterpnse’ had failed, it did not occur to Lessing, m the last section 
of the Dramaturgie, to ascribe that failure to the bad selection of plays 
for performance 

The fatal defect of the Hamburg venture, then, was inherent from 
its inception it was an actor-controlled theatre Lowen may have 
had the best intentions of creating a living theatre in touch with the 
best hterary ideals, but he was powerless against this weight of interest ; 
and probably the theatre would have failed still more disastrously had 
he earned out his policy Some of the plays produced under the new 
management were old favourites — and pretty threadbare favountes — 
that had come down from the days of Carohne Neuber These had 
passed over into the repertory of her successor Schonemann , a few, 
not on Schonemann’s list, had been played by other compames, 
notably Koch’s (The French pieces of this category, indeed, were 
still produced m the translations available in Gottsched’s Schaubuhne 
or in the eight volumes of Schonemann’s ) This, the oldest constituent 
of the repertory of the National Theatre, includes about fifty- two 
pieces, that is to say, some forty-three per cent of the whole No 
less than thirty-eight other pieces were taken over by Lowen from 
Ackermann’s repertory, that is, some thirty-two,per cent Of those 
which remain — most of which were anything but new plays — only a 
very few were performed under the new management for the first 
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time During the period when Lessing commented on the theatre, 
at least, not more than four of the plays — I exclude the ancient 
Coquette Mutter of Quinault, of which I have been able to find no 
trace in earher theatrical records — were performed for the first time 
in Hamburg These were Gronegk’s Ohnt und Sopkronia and Heufeld’s 
Julu — both imported from Vienna — and the two quite inconsiderable 
tnfles by the director of the theatre, Lowen — Die neue Agnese and Das 
Rathsel 

The Hamburgtsche Dramaturgie is only concerned with the activity 
of the Hamburg theatre dunng the first fourteen weeks of its existence, 
namely, from April 2 a to July 28, 1767 In that period the theatre 
was open on fifty-two evemngs, and its repertory was as follows 

REPERTORY OF THE HAMBURG THEATRE 

APRIL 22-JULY 28, I767 

Wednesday, Aprd 22 Croncgk, Ohnt und Sopkronia 

Le Grand, Der Steg der vergangemn ^eit 
Thursday, April 23 Cronegk, Ohnt und Sopkronia 

Le Grand, Der Sieg der vergangemn ^eit 
Friday, April 24 La Chaussde, Melamde 

Ballet Der Wirth auf dem Berge 
Monday, April 27 Heufeld, Julie 

Lessing, Der Schatz 

Tuesday, April 28 Destouches, Das unvermuthete Hindermss 

Lowen, Du mue Agnese 
Wednesday, April 29 Voltaire, Semiramis 

Ballet Die verwandelten J^ittern 

Thursday, April 30 Destouches, Der Philosoph, der sick der Heyrath scharmt 
Lowen, Die neue Agnese 
Friday, May i Voltaire, Das Cqffeehaus 

Ballet Die verwandelten Zittern 
Monday, May 4 Lowen, Die mue Agmse 

Nuth, Du Gouvernante (with a ballet) 

Tuesday, May 5 Destouches, Der Poet vom Lande 
Schlegel, Die stumme Schonheit 
Wednesday, May 6 Lessing, Miss Sara Sampson 
Ballet Du Heu-Erndte 
Thursday, May 7 Regnard, Der Spuler 

Ballet Der Wirth auf dem Berge 

Friday, May 8 Destouches, Der Philosoph, der sich der Heyrath schamet 

' Cerou, Der Lubhaber, als ein Schriftsteller und Bedienter 
Monday, May 1 1 Quinault, Die coquette Mutter 
De Brueys, Der Advocat Patelin 


4-2 
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Tuesday, May 12 Lessing, Der bescfUante Freygeist 
Pfeffel, Der Schatz 
Wednesday, May 13 Voltaire, 

Ballet Ein seneuses Ballet. 

Thursday, May 14 Cresset, Stdnei 

L’Affichard, ht er von Farmlie ^ 

Friday, May 15 Destouches, Das Gespenst mit der Trommel 
Ballet Das neiu serieuse Ballet 

Monday, May 18^ Destouches, Der Philosophy der sich der Heyrath schdmet 
Ballet Du Z^S^aner tn threm Lager 
Tuesday, May 19 Regnard, Democnt 

Ballet Du verwandelten 

Wednesday, May 20 Marivaux, Du falschen Vertrauluhkeiten 
L’ Affichard, 1 st er von Familie ^ 

Thursday, May 2 1 De Belloy, 

Ballet Ein seruuses Ballet 
Friday, May 22 Grafigny, Cenu. 

Ballet Du in threm Lager 

Monday, May 25 Weisse, Amalia 

Saint-Foix, Der Finanzpachter 
Tuesday, May 26® De Belloy, Z^tmtre 

Ballet Der Wtrth auf dem Berge 
Friday, May 29 La Chaussde, Du Mutter-Schule 

Ballet Etn neues Gartner-Ballet 
Monday, June i Voltaire, Nanine 

Lowen, Du neue Agruse 
Ballet 

Tuesday, June 2 De Brueys, Der Advocat Patelm 
Gellert, Die kranke Frau 
Ballet Admetus und Alceste 
Wednesday, June 3 La Chaussie, Melanide 

Hippel, Der Mann nach der Uhr 
Thursday, June 4® Corneille, Der Graf von Essex 
Ballet 

Wednesday, June lo* Mad Gottsched, Die Hausfranzosin 
Ballet Die Z^g^is^ sn ikrem Lager 

* The programme of May l8 was given by request, in the presence of Prmcess 
Louise, sister of the King of Denmark, and her husband Prince Karl of Hesse 
IHamburgische Address-Comtoir Nachrichten, May 2i, 1767) 

* The Feast of the Assumption of Our Lady fell on May 28. the theatre was 
closed on May 27 and 28 

* Whit-Sunday fell on June 7 , the theatre was closed on June 5, 8 and 9 

* For Wednesday, June 10 ‘nach den Feyertagen’, the Hamburgische Address- 
CotntoiT Nachnchtm ofJune4aimounced Richard der Dntte, but armounced on June 1 1 
that this play was not given ‘well die Direction fur gut fand, euiige RoUen anders 
zu besetzen’ 
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Thursday, June 1 1 
Friday, June 12 

Monday, June 29^ 
Wednesday, July i 
Friday, July 3* 
Saturday, July 4® 
Tuesday, July 7 
Wednesday, July 8 
Thursday, July 9 
Friday, July 10 
Monday, July 13 
Tuesday, July 14 
Wednesday, July 15 
Friday, July 17* 
Monday, July 20 
Tuesday, July 1 1 
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Voltaire, Semiramts 
Ballet Admelus und Alcestt. 

Voltaire, Nanine 
Ballet 

Marivaux, Der Bauer mil der Erbschajl 
Regnard, Der ^erstreuie 
Lowen, Das Rithsel 
Corneille, Rodogune 
Ballet Armtde 
Favart, Soltmann der Zweyte 
Ballet 

Voltaire, Narane 
De Brueys, Der Adnocat Patehn. 

Voltaire, Merope 
Ballet Ein serieuses Ballet 
Des touches, Der Phtlosopk, der sick der Heyrath sckamet 
Lowen, Die neue Agnese 
Schlegel, Der Triumph der guten Frauen 
Ballet Die verwandelten Zyttem 
Grafigny, Cenu 

Hippel, Der Mann nach der Uhr 
Moli^re, Die FrauenSchule 
Ballet 

La Chauss6e, Die Mutter-Sckule 
Ballet Armide 

Corneille, Der Graf von Essex 
Ballet Die Z^ge^oier in ihrem Lager 
Romanus, Die Briider 
Saint-Foix, Das Orakel 
Lessing, Miss Sara Sampson 
Ballet 

Schlosser, Der Z^neykampf 

[Collet de Mcssmc], Die ivuste Insel ® 


t From June 1 3-28 the theatre was closed owing to mourning for the death of the 
Empress Maria Josepha, wife of Joseph II 

* There was no performance on July 2 owmg to the Feast of the Visitation of 
Our Lady The playbill for July 3 is missing from Ekhof’s collection, but the 
Hamburgische Address ~ComtoiT Naekrichten confirm the programme stated above 

* This exceptional performance on a Saturday was due to the visit of the Kmg 
of Denmark There was none on Monday, July 6, as the theatre was used for a 
masked ball 

* On Thursday, July 16, the actors were apparently given a holiday The 
Hamburgische Address-Comtoir Nachruhten for July 16 contains the notice ‘Heute 
blcibt der Schauplatz geschlossen’ 

® For the programme of July 21 Lessmg substitutes that of July 28, possibly by 
an oversight See p 90, note 2 For July 28 Lessmg inserts a performance of 
Romanus’s Bruder 
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Wednesday, July 22 Weisse, Richard der Dntte. 

Kruger, Herzog Michel 

Thursday, July 23 Voltaire, Die Frau, welche Recht hat 
L’Affichard, 1 st er von Farmlie? 

Friday, July 24 Moli^re, Du Frauen-Schule 

Ballet Du Jager 

Monday, July 27 Diderot, Det Hausvater 
Ballet 

Tuesday, July 28 Voltaire, Nanine 

Ballet 

Manvaux, Der uiwermuihete Ausgang * 

Beyond giving a synopsis of all these plays the older commentaries 
on Lessing’s work are sparing in their information about them 
Notably, little attempt has been made to identify the translations of 
the French items of the repertory, and in fact, it is usually stated that 
in the great majonty of instances it is impossible to attain certainty 
in this matter This, however, is not the case, and, zis will be seen 
from the data which I have collected in the following notes, it would 
be possible — were the undertaking not an entirely futile one — to 
provide in print, with rare exceptions, the actual versions of all the 
plays performed dunng the period of Lessing’s association with the 
theatre 

The notes in the present chapter are concerned exclusively with the 
theatneal history of the plays in question, Lessing’s criticism of them 
being reserved for the second part of this volume Only in the case 
of plays where some knowledge of the plot and contents is necessary 
for the understanding of what Lessing has to say about them, have I 
added a brief synopsis 

I Ohnt und Sophronia, a tragedy in five acts and m alexandrines 
by Johann Fnednch von Cronegk Wednesday, Apnl 22, 1767 
[St i-vii ] This play, in the unfinished form in which Cronegk left 
It, was published in his Schnften, Leipzig and Ansbach, 1760 (2 nd ed 
1761-63, 1, pp 279 ff) It was completed by Gassian Anton von 
Roschmann-Horburg (1739-1806), and first performed m Vienna on 
January 14, 1764 (J H F Muller, Genaue Nachnehten von bey den k k 

1 For the programme of July 24 Leasing substitutes that of July 31 (Cresset, 
Sidnei and Le Grand, Der sehende Blinde, followed by the ballet Die verwandelten 

• See above, p 53, note 5 
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Schaubiihnen in Wien, Pressburg, 1772, p. 30) It was published as 'em 
chnstliches TrauerspieV in the fourth volume of the Neue Sammlung von 
Schauspielen (Vienna, 1764), and in the ‘Vorbencht’ to volume lii 
(p 6) It IS stated that the play ‘auf hiesiger Schaubuhne ungemeinen 
Beyfall erhalten [hat] , und man wird ihm denselben — oder wir milssten 
sehr irren — auch an andem Orten mcht versagen ’ There are repnnts 
in Theater der Deutschen, v (1767), pp 121 ff, and m Lessings Jugend- 
freunde, ed by J Minor [Deutsche NationalliteratuT, bum [1883], pp 
1 2 1 ff ) (See K F Kummer, Cronegks Olint und Sophronia, fortgesetzt 
vonRoschmanninArchiv/urLitteraturgeschuhte (ed F Schnorrvon Garols- 
feld), Leipzig, ix (1880), pp 64 ff Cp also Z^itschnft fur die Osterreich- 
ischen Gymnasun, xxx (1879), p 119) Bemardon (J F von Kurz) 
included it in his repertory when his company played in Mumch 
( 1 765) , NUmberg ( 1 766) and Frankfurt ( 1 767) , in these performances, 
as originally in Vienna and now, Susanna Mecour played the role 
of Sophronia (see F Raab,J J F con JTur^, Frankfurt, 1899, pp 135, 
149 f) The fact that this play had been selected by Kurz to open 
the ‘ Comodien-Haus im Fechthaus’ in Ntirnberg on June 24, 1766, 
may have been one reason for its being used to open the new Hamburg 
undertaking In Kurz’s flamboyant Ankundigung it had been pro- 
claimed a masterpiece ‘ Wir machen damit den Anfang, da wir uns 
nun im Stande sehen, nach unseren Absichten, und der hegenden 
ehrfurchtsvollesten Achtung vor die hiesigen Kenner und Liebhaber 
einer reinen deutschen Schaubuhne etwas vollkommenes zu zeigen ’ 
(F Raab, J J F von Kurz, p 149) 

The cast of the play was, Aladin, Schmelz, Argant, Cludius, 
Ismenor, Borchers, Olint, Bock, Evander, Ekhof (‘treffhch’ was 
Schroder’s comment, F L W Meyer, o/> cit 11, 2, p 19) , Sophroma, 
Mad Mecour, Serena, Mile Ackermann, Clonnde, Mad Hensel, 
Hernicie, Mad Merschy The choruses (of Chnstian virgins) were 
omitted Lessing restncts his criticism of the actors to Ekhof and 
Madame Hensel (St ii-v) FromF L W Meyer (op at 1, pp 181 f) 
we learn, however, that ‘die Sophronia der Madam Mecour [gefiel] 
mcht sehr, vielleicht weil sie mcht zu sehr gefallen sollte Auch 
Schmelz gefiel mcht als Aladin ’ Lessing mentions the ‘ aussere Pracht ’ 
of the representation (11, 79) Cp J F Schutze, Hamburgische Theater- 
geschichte, p 342 ‘Die Dekorationen und Kleidungen waren schon 
und geschmackvoll Man gieiig mcht unbefriedigt aus der Vorstellung 
und kam nut Erwartung zur nachsten Aber man fand oder glaubte 
mcht zu finden, was man erwartcte ’ F L W Meyer [op cit 1, p 1 59) 
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refers to a ‘schonen Saulengang’ which the Berhn scene-painter 
Rosenberg had supplied for the play, and, as Lessing tells us (xxvi, 
152), J W Hertel had composed ‘eigne Symphomen’ for it The 
programme of the first evemng was repeated on the second, as had 
been the case when Ackermann opened the theatre m 1 765 A third 
performance of Olint und Sophronia did not take place until August 1 2 , 
the fourth and last was given in Hanover on May 4, 1 768 

Evander learns from his son Olint that he has just stolen, from the 
mosque where it had been placed, the crucifix which had been earned off 
from the Christians by the priest Ismenor, he has restored it to Gottfried 
von Bouillon Olint stands in high favour with King Aladin, but Evander 
fears for the consequences of his theft Olint is not, as his father thinks, in 
love with the heathen Clorinde, but with the Christian Sophronia Clorinde 
wishes Olint to lead the campaign against the crusaders The theft of the 
crucifix IS discovered, and Olint is entrusted by the king with the task /if 
finding the thief Ismenor has doubts of Olint, Clorinde loves him pas- 
sionately Sophroma now resolves to offer herself as a substitute for the 
Christians, who have been condemned to death unless the author of the 
theft IS discovered, she loves Olint and hopes that he will protect the 
Christians She declares herself to have been the thief of the crucifix, and 
is thrown into prison The king informs Olint that, as the thief has been 
discovered, the Christians will be spared Ohnt now resolves to save 
Sophroma and declares that he himself has committed the theft He 
persists in his espousal of Christianity in spite of Ismenor’s appeal to him 
and of Clonnde’s wrath when she learns that he loves Sophronia Aladin 
pleads with Olint and pretends that Sophroma has recanted her faith 
Olint remains firm in his desire to sacrifice himself Clorinde has now 
been converted, in an interview with Sophronia, and plans to save the 
lovers, fully resolved as they both are to be martyrs — In Roschmann’s 
conclusion, the priest Ismenor plans to poison Sophronia and accuses 
Ohnt of treason Clorinde arrives with the Sultan’s pardon, but too late, 
Sophronia dies, as does also the wounded Ohnt The tragedy ends with a 
general conversion of the heathens to Christianity 

‘Vor dem Anfange des Trauerspiels,’ says the playbill, ‘wird ein 
Prologus von Madame Lowen, und nach Endigung desselben em 
Epilogus von Madame Hensel gehalten ’ The authorship of the 
prologue and epilogue IS uncertam Schutze (o/i at p 341) claimed 
as the author of both Johann Jakob Dusch, who had been resident in 
Altona since 1 756, and in this very year had been appointed Professor 
of German and Enghsh in the ‘ Gymnasium ’ there (Cp also Jenaische 
Zeitungen von gelehrten Sachen of December 18, 1767, quoted by J W 
Braun, Lessing im Urtheile seiner J^eitgenossen, Berhn, 1884—97, 1, 
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p ig6 ‘ Diese Stiicke smd von Hn Dusch, dem letzigen Freunde des 
Herm Lessings Man muss sie auswendig lernen Es smd eine Menge 
V erse dannnen, die Spnchworter werden konnen, wie die von Boileau ’) 
This view is followed by Schmid {Chronologie, ed by P Legband, 
Berlin, 1902, p 164), K H Jordens {Lextkon deutscher Dichter, Leipzig, 
1806-11, vi, p 28) and others, and among modern cntics by C C 
Redlich [Lessings Werke, Berlin [1868—77], P ^ 59 ) ^ Dusch would 
thus have been the ‘deutsche(n) Dryden in der Nahe’ (vii, 128) A 
difRculty in accepting this view is that in the preface to his Fabeln m 
1759 ) Lessing had expressed himself about Dusch in very different 
terms; and in the Literaturbnefe (1759-60) he had written with par- 
ticular acerbity ‘Herr Dusch hat mcht Witz und Erfindungskraft 
genug, em Dichter zu seyn , und ein Philosoph zu seyn, mcht genug 
Scharfsmn und Grundlichkeit ’ (cp vu, p 417, viii, pp 93 ff, 

I d I ff , 1 1 0) The critic of the Dramaturgie m Klotz’s Deutsche Bibhothek 
der schonen Wissenschaften, 111 (Halle, 1769), pp 55 f commented on 
Lessing’s inconsistency, he, too, being of the opinion that Dusch was 
the author of prologue and epilogue 

Dass auch grosse Kunstrichter sich in ihren Urtheilen mcht gleich 
bleiben, erweise ich aus dem Urtheile uber Duschen Hier heisst er ein 
Dichter, der es mehr als irgend ein andrer versteht, tiefsinmgen Verstand 
mit Witz aufzuheitern, und nachdcnkhchem Ernste die gefallige Mine des 
Scherzes zu geben, hier heisst er der Deutschcn Dryden, der mehr als alle 
unsre Dichter so gut wie der Engellander, Moral und Kritik mit attischen 
Salze zu wurzen versteht Dies schreibt Duschens Recensent in den 
Litteraturbricfen, zu den sich Herr Lessing in der allgemeinen Bibhothek 
hat bekennen lassen, so sehr er es ehemals in der Vorrede zu den Fabeln 
leugnete 

Mendelssohn, however, had published a respectful review of Dusch’s 
poetry in the Allgemeine deuische Bibhothek, v (1767), pp 3 ff — there 
IS also a somewhat less favourable one in the Bibhothek der schonen 
Wissenschaften, iv (1758), pp 532 ff — and it is conceivable that 
Lessing might have been influenced by his friend’s opimon here, as 
he was in so much else The view that Lowen wrote both prologue 
and epilogue seems to have been first put forward by Adolf Stahr 
[G E Lessings Leben, Berlin, 1859, 1, p 282), and it is maintained by 
Cosack [Matenahen gu Lessings Hamburgischer Dramaturgie, Paderborn, 

* This edition, published by Gustav Hempel, is frequently referred to as the 
Hempel edition 
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1891, pp. 43 f), and by W Ochlk# {Lessing und seme !(eit, Munich, 
1919, u, p 16) It would have been natural that he should be the 
author, especially as he had written the prologue with which the same 
theatre was opened by Ackermann in 1 765 The question is dealt with 
at length by O D Potkoff {op ctt pp 1 14 ff ; cp also p 20) who 
decides in favour of Lowen’s authorship. He mentions that as a 
student in Gottingen in 1748, Lowen had read a paper to the 
‘Deutsche Gesellschaft’ on the theme ‘In einer wohleingenchteten 
Republik muss der Flor der Schaubuhne nothwendig erhalten werden,’ 
in which views on the relation of state and stage similar to those in 
this prologue were expressed In spite of the readiness of con- 
temporary opimon to ascribe the poems to Dusch, I confess that it 
IS difficult for me to think that Lowen would have let himself be 
deprived of the privilege of writing prologue and epilogue to the first 
performance ' 

2 Der Triumph der vergangenen Z^it, a comedy in one act by Marc 

AiUoinc Le Grand Wednesday, Apnl 22, 1767 [St v, 136] Le 
Terns passi was one of three one-act plays published under the general 
title Le Tnomphe du terns (1725) The German version was produced 
as Der Sieg der vergangenen — the title which it also bears on the 

present playbill — by Schonemann on April 6, 1 747 , and it remained 
a popular after-piece Gottsched in his Nothiger Vorraih (1, Leipzig, 
* 757 ) P 325), under the year 1746, mentions a translation which 
appeared ‘m emer Monathschnfft, ohne Titel und Ort, mit der 
Devise Quantum est m rebus mane • ’ This journal was DiwRi/rA oAne 
Titel, edited by the brothers Adolf and Elias Schlegel (E Wolff, 
Vierteljahresschnftfur deutsche LiteTaturgeschichte,i\ {iQ^i), p 385) The 
cast on the present occasion was Cleon, Garbrecht, Frau Roquentm, 
Mad Garbrecht, Lcander, Borchers, Isabelle, Mile Ackermann, 
Dnllot, Merschy, Donnette, Mad Schulz F L W Meyer (o/i at 
1, p 182) comments on the performance ‘ Im Nachspiel, dem Siege 
der vergangenen Zeit, debutirte Madam Therese Schulz als Donnette, 
und Garbrecht und seme Frau, die veraltet, und nur als Schutzbe- 
fohlne der Madam Hensel angenommen waren ’ It was only repeated 
once, on the following evemng 

3 Melamde, a comedy m five acts by Nivelle de la Chauss^e 
Fnday, Apnl 24, 1767 [St vin, 3] MMamde, comedie cn cinq 
acteseten vers (1741) The translation is in prose (vm, 27) Originally 
produced m Hamburg on October 4, 1 742 (F L W Meyer, op at. 
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ii, 2, p. 44), this play enjoyed a long populanty on the German stage 
B Litzmann {F L Schroder, 1, Hamburg, 1890, p 33) mentions B H 
Brockes as the author of the translation; but he does not give the 
source of his information Gottsched again states {J^othiger Vorrath, 1, 
p 324) that a translation appeared in a now undiscovcrablc Sammlung 
eintger Scknfften zum Ze^’toertrnbe des Geschmacks, St rv, Leipzig, 1746) 
and C H Schmid adds {Nekrolog, Berlin, 1785, p 247) that this 
collection was edited by J Elias Schlegel and N D Giseke Actually, 
however, the editor seems to have been J Adolf Schlegel (J von 
Antomcwicz, J E Schlegeb asthettsche und dramaturgische Scknften, in 
Deutsche LitUraturdenkmale des 18 und ig Jahrhunderts, 26, Heilbronn, 
1887, p cicxxiv) The translation played by Schonemann (and, no 
doubt, used now) was produced at Schwenn on August 6, 1 753 It 
may have been new then It is printed in Schonemann’s Schaubuhne,^ 
vii {Neue Sammlung von Schauspielen, i, 1754, see H Devnent, J F 
Schonemann, Hamburg, 1895, pp 219, 233) Cast Donsee, Mad 
Schmelz, Rosalie, Mad Mecour, Theodon, Borchers, D’Orvigny, 
Ekhof (‘trefflich’ was Schroder’s comment, Meyer, 0/1 cit 11, 2, p 19), 
Melamde, Mad Lowen, von Arviane, Bock It was repeated on 
June 3 (xxn, 60), August 13, October 16, 1767, January 21, 1768 
(in Hanover), and July 4, 1768 It was followed on the present 
occasion by ‘ ein pantomimisches Ballet, Der Wirth auf dem Serge, von 
der Erfindung des Herrn Balletmeisters Cunoni ’, which was repeated 
four times 

4 Juke, Oder Wettstreit der PJhcht und Liebe, a comedy m three acts 
by Franz Heufeld Monday, Apnl 27, 1767 [St viii, 101-ix, 101] 
Goedeke {Grundriss zur Geschichte der deutschen Dichtung (3rd ed ), iv 
(i), p 657), mentions two editions, one published at Vienna in 1766, 
and a i6mo edition without date This ‘neues deutsches Original’ 
(vni, 101) was new to Hamburg, but had been produced in Vienna 
on December 6, 1 766 ( J H F Muller, op cit p 35) On the author 
(1731-95) see Goedeke, loc cit , and also Schmid [ChTonologie,ed cit pp 
159 f) who cnucises him adversely Cast Baron von Adelburg, 
Ekhof (‘sehr gut’, is Schroder’s comment, Meyer, op cit 11, 2, p 19); 

^ Hie first volume of Schonemann’s Schaubuknt is entitled Sechs Schauspiele aus 
dem Franzosischen ubersetzt, Brunswick and Hamburg, 1748, volumes 11 to vi, 
Schauspiele, welche auf der Schonemanntschen Schaubuhne aufgefuhrt werden they 
appeared respectively in 1748, 1749, 1749, 1751, and 1752, volumes vii and viii 
form the two volumes of JVeue Sammlung von Schauspielen, 1, 11, Hamburg, 1 754 and 

1757 
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Baronessm, Mad. Garbrecht, Juke, Mad. Hensel, Clarisse, Mad. 
Mecour, Mylord Eduard, Borchers, Wolmar, Schmclz, Siegmund, 
Bock Julie was not repeated until August 14, then on September i, 
November 17, 1767, Apnl 6 (m Hanover), July a6, and August 25, 
1768 

Siegmund is tutor in the house of the Baron von Adelburg, and tails in 
love with his pupil, the Baron’s daughter, Julie He resolves, as his love is 
obviously hopeless, to leave the house, but at his parting from Juke he 
learns that she reciprocates his affection Juke has, however, been promised 
to Wolmar, who has just returned from a business journey to England, he 
finds Juke and Siegmund together, and is suspicious, a duel is the con- 
sequence The duel, however, is interrupted Juke’s father now learns of 
the affair with Siegmund, and reproaches his wife for having taken so 
low-bom a fellow into the house He beseeches his daughter on his knees 
not to disgrace the family She yields to him, and Siegmund nobjy 
renounces her Then Wolmar announces that he can never love Juke, and 
induces the Baron, who is impressed by Siegmund’s manly bearing, to 
make the lovers happy 

5 Der Schatz, a comedy in one act by Lessing Monday, Apnl 27, 
1767 [St cc, 102 ] ‘Verfertiget im Jahre 1750’, this play was first 
published in the fifth part of Lessing’s Schnfften (Berlin, 1 755, pp 
189 ff ) The earliest representation in Hamburg seems to have taken 
place under Ackermann m 1757 (Meyer, op at 11, 2, p 53) , but it is 
difficult to obtain reliable information concerning the theatncal 
history of Lessing’s minor plays Cast Leander, Schmelz, Staleno, 
Garbrecht, Philto, Borchers, Anselmus, Ekhof, Leko, Bock, Mas- 
canll, Hensel; Raps, Mcrschy Under the present management it 
was only played on one other occasion, on May 20, 1 768 

6 Das mvermuthete Hindemtss, oder das Hindemiss ohne Hinderniss, a 
comedy in five acts by Ph N^ricault Destouches Tuesday, Apnl 28, 
1767 [St X, 1 ] L’Obstacle impr(vu, ou I’Obstacle sans obstacle, com6die 
en cinq actes en prose (1717) Although a favourite with the German 
public in the time of Caroline Neuber, who produced it in 1735 
(Reden-Esbeck, op at p 1 08), this comedy did not appear in Schone- 
mann’s repertory until August 6, 1755 (H Devnent, op at p 252) 
The translation, the author of which is unknown, was pubkshed m 
Schonemann’s Neue Sammlung von Schauspielen, 11 (Schwerin), in 1757 
Cast Lisimon, Garbrecht, Licander, Ekhof, Juke, Mad Lowen, 
Grafin de la Pepimere, Mad Garbrecht, Angekque, Mad Schulz, 
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Leander, Bock, Valer, Borchers, Nenne, Mad Mecour; Cnspin, 
Merschy, Pasquin, Hensel It was played again on November 24, 
1767, and on April 15 (in Hanover), and May 25, 1768. 

7. Du neue Agnese, a comedy in one act by J F Lowen Tuesday, 
Apnl28, 1767 [St X, 40 ] This ‘ Nachspiel ’ was first pnnted in the 
Hamburgische Unterhaltungen, vi, 5, November, 1768, pp 364 fF On 
the playbill it is described as a ‘neue Comodie’, without the author’s 
name , this was first mentioned on the occasion of the third performance 
on May 4 ‘ Eine Comodie des Herm Lowen in einem Aufzuge Nach 
einer ffanzosischen Operette [by Favart] Isabelle und Gerdrut ’ Les- 
sing had evidently the original manuscript before him (x, 74) Casf 
Gerdrut, Mad Schulz, Agnese, Mile Felbnch, Mangold, Ekhof, 
Richard, Garbrecht, Valentin, Bock The piece was repeated on 
i\pnl 30, May 4 (xni, 5), June i, July 8 (li, 2), August ii, 1767, 
March 4, April 12 (in Hanover), and June 3, 1768 

8 Semiramis, a tragedy in five acts by Voltaire Wednesday, April 
29, 1 767 [St X, 86-xn, 44 ] Simtramts, Trag^die en cinq actes cn 
vers (1748) The translation, in alexandnnes, was by J F Lowen 
‘ Semtramts, ein Trauerspiel in Versen und funf Aufzugen, vom Herrn 
Sekrctar Lowen, aus den Werken des Herm von Voltaire ubcrsetzt ’ * 
It was included in Schonemann’s Neue Sammlung von Schauspielen, li 
(1757), and first played by Schonemann’s company, probably early 
in 1755 (cp H Devnent, op cit p 276) There is also arepnnt (dated 
1763) m the Viennese Neue Sammlung von Schauspielen, m (1764), and 
a separate reprint, of which there is a copy in the British Museum 
(xvi and 80 pp ), appeared m Vienna in 1765 Lowen’s preface is 
dated ‘Rostock am 6 des Jan 1755’ (See K Groschl, Die tfeutscAsn 
Vbersetzungen Voltaire' scher Tragodun {Prager deutsche Studien, xxi), 
Prague, 1912, pp 58 ff) ‘Lowens Ubersetzung ’, said J von Son- 
nenfels {Brief e uber die Wiener Schaubuhne, Vienna, 1 768, p 309, reprint 
in Wiener Neudrucke, vii, Vienna, 1884, p 128, cp also pp 208 ff), 
‘erreicht naturlich den Schwung des Originals nicht, aber welche 
Ubersetzung kann den jemals erreichen^ Fur erne Menge schieler, 
und hartlaufiger Verse halten uns eine Menge sehr wohlkhngende 

^ The Hamburgische Address-Comioir Nachnchten of April 27 contained the in- 
formation that ‘ Herr Director Lowen hat die ehemals wider semen Willen 
gedruckte Obersetzung, aufs neiiC durchgesehen, sehr stark verandert und ver- 
bessertj und nach dieser Veranderung wird die Semiramis kunftig auf dem 
hiesigen Theater aufgefuhrt werden’ 
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imd ausdrucksvolle schadlos ’ In a letter to Klotz from Rostock on 
October 22, 1769, Lowen says (Bnefe deutscher Gelehrten an KlotZi 
berausg von J J A von Hagen, u, Halle, 1 773, p 8, quoted m 
Lessing und Hamburg, Festgabe der Staats- und Universitatsbibhothek, 
Hamburg, 1929, p 25) 

Dem Herrn von Sonnenfels verdenke ich cs, dass er der lahmen Ober- 
setzung der Semiramia Erwehnung thut Da er doch weiss, dass ich sie m 
meinen Junghngsjahrcn gemacht, dass sie ganz wider meinen Wdlen vor 
viclen Jahren von Schonemann, und noch dazu sehr fehlerhaft, gedruckt, 
dass sie nachher von mir ganz umgeschmolzen, und auch nur nach dieser 
Verbesserung auf dem Hamburgischcn Theater gespielt 1st Allein ich 
habe sie me mogcn drucken lassen, well ich immer noch nicht selbst danut 
zufriedcn bin. 

There is a note on the playbill ‘Das Mausolaum und die ilbngen 
Verzicrungen in dieser Tragodie, die, selbst nach dem Gestandmis 
dcs Herm von Voltaire, von einer ganz besondem Art 1st, und wo das 
Schrecken und das Wunderbare auf das Hochste getneben, sind von 
dem Herrn Rosenberg verfertiget’ (cp xii, 42) For this note another 
was substituted on the playbill at the second performance on June 1 1 
‘Die Symphome zu dieser Tragodie, wie auch die Musik zwischen 
jedem Aufzuge, 1st von dem Herm Agncola in Berlin compomrt ’ 
The cast was Semiramis, Mad Hensel, Arsatz, Bock, Azema, Mad 
Mecour (she had played this role in Vienna) , Assur, Borchers , Oroes, 
Ekhof (‘ meisterhaft,’ said Schroder, Meyer, op cit 11, 2, p i9),Otan, 
Hensel ; Mitran, Schmelz , Cedar, Gludius Repetitions took place on 
June II (xxvi, 16-XXV11), September z, 1767, March ii, April 20, 
September 13, 1768, and February 2, 1769 At the first performance 
It was followed by ‘ ein pantoimmisches Ballet Die verwandelten 
von der Erfindung des Herm Balletmeisters Curiom’, which was 
repeated seven times 

9 Der verkejirathete Philosoph — on the playbill Der Philosoph, der sich 
der Heyrath schamet — a comedy in five acts by Ph Nencault Destouches 
Thursday, April 30, 1767 [St xii, 45 ] Le Philosophe mani, ou le Man 
honteux de Pitre, comddie en cinq actes en vers (1727). The translation 
was in alexandrines, and was by J C Kruger with the help of Ekhof 
(see above, p 31, and H Devrient, op at p 145) , it originally bore 
the title Der verehehchte Philosoph (Schonemann’s Schaubuhne, 1, 1748), 
later that of Der verheyrathete Philosoph, oder der Ehematin der sich schamet, 
es zu seyn, and in the Viennese J\feue Sammlung von Schauspielen, ix, 1 767, 
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it was entitled Der verehbchte Phtlcsoph, oder der Mam, der stch schdmet, 
etner zu seyn (1765) Devnent {op cit p 145), who gives no date for 
the incorporation of the play in Schonemann’s repertory, quotes from 
a criticism in the Hamhurgische Beytrage (1752) ‘Mich deucht, wenn 
der verehehchte Philosoph unter die Hande ernes bessern Cbersetzers 
gcratcn ware, man wurde ihn heber sehen, aber itzt sieht er Uber die 
massen verunstaltet aus ’ It reappears in Ackermann’s repertory 
from 1 754 on Madame Hensel had played her present role in Vienna 
in 1765 The cast at the first performance now was: Anst, Ekhof; 
Damon, Bock, Marquis von Lauret, Borchers, Lisimon, Hensel, 
Geront, Ackermann (xii, 59), Mehte, Mad Hensel, Celiante, Mad 
Lowen, Finette, Mad Mecour Repetitions took place on May 8 
(xiv, 80), May 18 (xvn, 92), July 8 (li, 2), August 31, December 29, 
1767, and February 17, 1768 On tlus last occasion, the tide on the 
playbill was Der verheyrathete Phtlosopk oder Der Mann, der sick der 
Heyrath schamt It was followed on April 30 by Lowen’s Die neue 
Agnese 

1 0 Das Caffeehaus, oder die Schottlandennn, a comedy in five acts by 
Voltaire Friday, May i, 1767 [St xn, 63 ] L’Scossaise, com6die en 
cinq actes en prose, par M Hume, traduite en Frangois [par Jerome 
Garre] ( 1 760) ‘ Impnm^e says Lens [Dictionnaire portatif histonque et 
htteraire des Theatres, 2 nd ed Pans, 1 763 , p 1 59) , ‘ au commencement de 
I’annec 1760, et donnee au Th6[atre] Fran[9ais] le 27 Juillet*^ suivant, 
avec le plus grand concours ’ The translation was by J J C Bode 
Das Caffeehaus, ein ruhrendes Lustspiel Aus dem Franzosischen ubersetzt 
von B , Hamburg, 1 760 (A copy is in the Hamburg Staats- und 
Universitatsbibliothek ) It was also published as Das C^ee-Haus, oder 
die Schotilandennn, Em Lustspiel, Berlin, Stettin and Leipzig, 1 760 (a 
copy IS in the Preussische Staatsbibhothek) , and under the same title, 
with the addition ‘ aufgefiihret in dem K K privilegirten Stadt- 
theater’, Vienna, 1761 (a copy of this is in the Hamburg Staats- und 
Umversitatsbibliothek) This same translation appears also in the 
Viennese J^eue Sammlung von Schauspielen, 1, 1764 It was produced in 
Hamburg in 1760 (Meyer, op cit 11, 2, p 54) In the Preface to 
Bode’s translation (Hamburg, 1760) mention is made of a previous 
translation by a Madame Z , already printed , the present one, it 

' The date of representation is given as July 26, 1760, by J M Querard, 
Btbliographw Voltairunne, Pans, 1842, p 42, and by G Bengesco, Voltaire Biblio- 
graphu de ses auvres, Pans, 1 882-90, 1, p 55 
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IS stated, was offered to Koch’s company and accepted Cast . Lindane, 
Mad. Hensel, Polly, Mile Ackermann; Lady Alton, Mad Schulz, 
Fabnz, Borchers, Monrosc, Ekhof, Lord Murray, Bock; Frclon, 
Hensel, Fnport, Ackermann (not mentioned on the playbill, but see 
Meyer, op cit 1, p 183, Ackermann had formerly played Murray) 
It was not repeated until April 8, 1 768 m Hanover, then on September 
23, 1 768, and on January 25, 1 769. It was followed now by the second 
performance of Du veTwaruklten Z^ttem 

The scene of the play is an inn in London. Lord Monrose, a Scottish 
nobleman, who as a result of the intrigues of a family called Murray has 
long been exiled and condemned to death, comes to seek the help of his 
friend Lord Fallbndge At the same inn is livmg the scurrilous journalist 
Frelon, who hopes to make capital out of the misfortunes of Monrose, and 
of a poor young lady. Lindane, who is also resident at the inn We learn 
that Lmdane is the daughter of Monrose, and is in love with Lord Murray, 
a son of the house which has ruined her family This Lord Murray, however, 
has had as mistress a Lady Alton, who is now resolved, with the help of 
Frelon, to avenge herself on him and on Lindane Fnport, the good genius 
of the play, saves Lindane from imprisonment on a charge of treason, 
Monrosc recogmses his daughter, and Lord Murray makes amends to him 
for all the wrongs he has suffered 

1 1 On the mnth evening, Monday, May 4, Madame de Grafigny’s 
Cenie was to have been played, but, owing to an epidemic of influenza, 
the programme had to be altered (xm, i), Ctnw not being given until 
the 22nd (xx, i) Du neue Agnese was repeated and followed by ‘Die 
Gouvermnte, eine comische Operette in einem Aufzuge Nebst einem 
Ballet In dieser Operette wird Madame Cunom eine Rolle spielen ’ 
This, according to G H Schmid {Chronologie, ed cit p 140), was an 
operetta by Franz Anton Nuth, who had been harlequin with Pre- 
hauser in Vienna in the later ’thirties Nuth was still living in 1782 
{Gallene von Teutschen Schauspielern, ed R M Werner, Schnften der 
Gesellschaft fur Theatergeschichte, xm, Berhn, 1910, pp 107, 342) Die 
Gouvemante is mentioned by Schmid (1 c ) as having been performed 
in Leipzig at Easter, 1763, by a Dresden company formed by an 
Itahan, Moretti, in the following year it appears in Ackermann’s 
repertory (Meyer, op at 11, a, p 54). Both Dorothea and Charlotte 
Ackermann are mentioned (thd u, 2, pp 123, 133) as playing at 
different times 'em Kind’, and in 1765 Dorothea played ‘Fiametta’ 
(p 124) Kurz seems to have made the operetta a diverting farce, 
he himself playmg the ‘governess’, in his hands it became Bemwrdon 
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die Guvemante, or Du versoffene Guvemante, and was produced by him as 
a ‘neues Singspiel’ The piece as played by Bemardon is described 
byRaab(o^ at pp 130, 166 fF) The earliest performance mentioned 
by Raab was at Pressburg on July 12, 1764 The cast now was not 
stated on the playbill, and the operetta was not repeated It was 
printed as Die Gouvemante, eine ganz neue Opera coimque mit einem 
pantonumischen Ballet Aufgefiihret unter dcr Direction des Hm 
J. J Br , Brtinn, 1 763 It is mentioned m Goethe’s Wilhelm Meisters 
theatralische Sendung (Werke, Weimar ed h(i9ii),p 211) 

1 2 Derpoetische Dorfunker (or, as on the playbill for this performance, 
Der Poet vom Lande, and on subsequent playbills, Der poetische Land- 
junker), a comedy in five acts by Ph Nencault Destouches Tuesday, 

5 ) 1 767 [St XIII, 6 ] La fausse Agnes, ou le Poete campagnard, 
copicdie en trois actes en prose (printed 1 736, first played 1 759) The 
translation was by Gottsched’s wife, and was published in the Deutsche 
Schaubuhne, ui (1741), pp 4438" Schonemann had intended to 
perform it in Hamburg in 1741, but Sophie Schroder was not satisfied 
wnth her role, and the first performance by his company was deferred 
until May 6, 1743, when it was given in Berlin, from that date on it 
occupied a prominent place in his repertory (H Devncnt, op at 
p 74) Meanwhile Sophie Schroder introduced the play to Hamburg 
on September 14, 1 742, playing it eight times m this and the following 
year Henriette was one of her best roles (B Litzmann, F L Schroder, 

P 33) Cast Baron von Altholz, Garbrecht, Baronessm, Mad 
Schmelz, Hennette, Mad Hensel, Charlotte, Mile Ackermann, 
Treuendorf, Bock , Masurcn, Ekhof (see above, p 3 1 ) , Michel, Hensel , 
Jagdhausen, Schulz, Frau von Jagdhausen, Mad Curiom, Amts- 
hauptmann, Borchers, Amtshauptmanmn, Mad Merschy Repeti- 
tions took place onAugust 28, Octoberzo, 1767, March 4 (m Hanover) , 
September 6, 1768, and (in Hanover) January 24, 1769 

13 Die stumme Schonheit, a comedy m one act by J Ehas Schlegel 
(m alexandrines) Tuesday, May 5, 1767 [St xin, 46 ] Published m 
1747 and i'j^2,a.ndinSchlegcl’slVerke,ed at 11(1762), pp 469 ff , also 
m the Viennese Pleue Sammlung von Schauspielen, 11 ( 1 762) and in Theater 
der Deutschen, iv (1767), pp 197 ff The first performance was by 
Schonemann, on July 14, 1752 (H Devnent, op at p 198) Casf 
Richard, Borchers, Jungwitz, Ekhof, Jacob, Hensel, Lacomus, Gar- 
brecht, Frau Praatgern, Mad Lowen, Charlotte, MUe Felbnch, 
Leonore, Mad Hensel, Cathrine, Mad Schulz Repetitions took 
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place on August 14 and October sg, lyBy, and then not until 
January 2, January 5, and February 13, 1769, in Hanover. 

Richard, a gentleman of means, who has entrusted the upbrmging of 
his daughter Charlotte to Frau Praatgern, introduces a suitor to her, 
Jungwitz Instead of the charming girl they expect, they find a stupid 
and affected young person who can only answer yes or no Jungwitz much 
prefers Frau Praatgern’s daughter Leonore It turns out ultimately that 
Leonorc is really Richard’s daughter A husband is, however, also found 
for Charlotte, in the person of the philosopher Laconius, who decides to 
marry her because she cannot converse 

14 Mtss Sara Sampson, a tragedy in five acts by G E Lessing 
Wednesday, May 6, 1767 [St xni, 121-xiv, 63 ] First produced by 
Ackermann’s company at Frankfurt a/d Oder on July 10, 1755 (B 
Litzmann, F L Schroder, ed cit 1, p 91), and in Hamburg by 
Schonemann on October 6, 1 756, with great success (J F Schufze, 
op. cit p 293) Published in Lessing’s Schrifften, vi (1755), pp i fF 
Cast Sir Sampson, no name on the playbill, but Ackermann, who 
took over the role m 1764 (Meyer, op cU u, 2, p 115), Miss Sara, 
Mad Hensel,! Mellefont, Ekhof, Marwood, Mad Schulz, Arabella, 
Mile Ackermann, Waitwell, Borchers, Norton, Hensel, Betty, Mile 
Felbrich, Hannah, Mad Merschy On Ekhof ’s Mellefont Meyei 
reports the comment {op czf 1, p 131) ‘stellenweise vortrefHich, im 
Ganzen eine seiner schwachsten Rollcn, weil ihn der Korper zu sehr 
im Stich liess’ The play was repeated on July 20, 1767 (lxxui, 15), 
February 22 (in Hanover), September 12, 1768, and February 23, 

1 769 (in Hanover) On the present occasion it was followed by Die 
Heu-Erndte, ' ein pantomimisches Ballet von der Erfindung des Herrn 
Balletmeisters Curiom’, which was repeated twice at the beginmng 
of 1768. 

15 Der a comedy in five acts by J F Regnard. Thursday, 

May 7, 1 767 [St XIV, 64 ] Le Joueur, comedie en cmq actes en vers 
(1696) This had been an extraordinarily popular play since the time 
6f Caroline Neuber, for whom Lessing and Weisse translated it m 
1748 (Weisse, Selbstbiographie, Leipzig, 1806, p 13, J Minor, C F 
Weisse and seme Beziehungen zor deutschen Literatur des 18 Jahrhunderts, 
Innsbruck, 1880, p 8) Schonemann produced it m Hamburg on 

* Mad Hensel had played Sara with Schuch m Berlin in 1756 Cp letter of 
Nicolai to Lessing, Novembers, 1756 {Schnfun, xix, p 45, quoted by Petersen, 
ed at p 193) 
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April II, 1747; the translation, which is in prose, was pnnted in 
Schonemann’s Schaubuhne, 1, 1748 (H Devnent, op. cit p 126), the 
author being probably J. C KrUger (cp W. Wittekindt, J C Kruger, 
Berhn, 1898, pp. loi IF) It was reprinted in the Viennese Meue 
Sammlung von Schauspulen, xi, 1 766 There was another translation in 
Part I of Des Herm Regnards samtltche theatraliscke Werke, 2 vols, Berhn, 
1757 (•'P Lessing’s nobce in the Bibliothek der schonen Wissenschaften, 
Schnften,\-a.,-p 76) , but no doubt Schonemann’s was used now. Cast- 
Geront, Gaibrecht; Valer, Ekhof, Angelique, Mad Lowen, Die 
Grafin, Mad Schmelz, Der Marquis, Bock, Dorant, Borchers, 
Nenne, Mad Schulz, Hector, Hensel Of Ekhof Schroder said. 
‘Valer, der jung seyn soli, mcht gut’ (Meyer, op cit u, 2, p 14) It 
was repeated on September 24, November 27, 1767, and on March i 
(m Hanover), and August 10, 1768 On the present occasion it was 
followed by the ballet, Der Wirth auf dem Berge 

1 6 Der Liebhaber, als ein Scknftsteller und Bedienter, a comedy in one 
act by C^rou Fnday, May 8, 1767 [St xiv, 81 ] L’Amant auteur et 
valet, ]o\\e. Com[(idie] en un Acte en prose, par M Cerou, lors etudiant 
en Droit, jou^e aux Italiens le 8 Fev[rier] 1 740, avec succes (Lens, 
op at p 21) The populanty of the play is vouched for by the large 
number of editions — in the Bibhotheque nationale there are mne 
between 1740 and 1801 There seems to have been some uncertainty 
about the author’s name The Mercure de France (1740, p 765), which 
noticed the play at some length on its production (February, 1740, 
pp 330 fF), states that the author was not Cerou, but ‘ M Seron, 
Etudiant en droit ’ The German translation and the playbills of May 
8, September i, 1767 and January 21, 1768, call him ‘Geron’, but 
theplaybill of September ig, 1 768, has ‘ Cerou ’ The play wtis produced 
on July 1 1, 1752, as Der Liebhaber, ein Scknftsteller und ein Lackey, m a 
version by Bierhng, the translator of Molifere (H Devnent, op at 
p 198), and published anonymously in 1755 — there is a copy of this 
version in the Bntish Museum — and it was also included in Schone- 
mann’s Schaubuhne, vni {Neue Sammlung von Schauspulen, li, 1757) 
(Gp also Lessing und Hamburg, ed at p 23 ) There was another version 
by G L Martini, who was a member of Schonemann’s company 
from 1750 to 1754, and this translation — Der Liebhaber, als ein Schrift- 
steller und Bedienter, Frankfurt and Leipzig, 1750 (also Altona and 
Leipzig, 1755), seems to have been subsequently substituted by the 
company for Bierhng’s The title on the playbill suggests that it was 
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used now.* (A copy of the 1 755 edition is in the Hamburg Staats- und 
Universitatsbibhothek ) Cast Erast, Bock; Mangold, Garbrecht; 
Luande, Mad Hensel, FronUn, Hensel, Lisette, Mad. Mecour. The 
play was repeated three times, on September i, 1767, January ai 
(in Hanover), and September 19, 1768 

1 7 Die coquette Muller, oder Die veruneimglen Verliebten, a comedy in 
five acts by Philippe Qumauit Monday, May ii, 1767 [St xiv, 
86 ] Les Amaru brouilles, ou la Mere coquette, comedie en cinq actes en 
vers (1665) This very old play was obviously no novelty, but I have 
been unable to find a German translation later than Die bulhqfftige 
Mutter, included in the Schau-Buhne englischer und frantzosucher Comodi- 
anten, Frankfurt, 1670, 1, pp 431 ff.* Perhaps, as I have suggested, 
Susanna Mecour, who played the prominent role of Laurette, was 
responsible for its revival Cast Ismene, Mad Lowen, Isabelle, 
MUe Ackermann, Laurette, Mad Mecour, Acant, Bock, Gremant, 
Garbrecht, Der Baron, Borchers, Christian, Hensel This was the only 
performance 

18 Der Advocat Patelin, a comedy in three acts by D A de Brueys 
Monday, May ii, 1767 [St xiv, 87 ] D Avocat Patelin, com^die en 
trois actes en prose (1706) According to Litzmann {F L Schroder, 1, 
p. 32) this comedy had been performed by Sophie Schroder’s company 
on four evemngs in 1742 under the title Der betrogene Lackenhandler 
In Schonemann’s repertory it first appears as a ‘Nachspiel’ on 
December i, 1755 Petersen states {ed cit p 195) that it was trans- 
lated by ‘J C S ’, Danzig, 1 762 Hcmsius, Allgerruines Bucherlexteon, 1, 
Leipzig, 1793, p 297, mentions besides this translation one published 
at Lubeck m the same year Cast Patehn, Ekhof, Frau Patehn, Mad 
Merschy, Henriette, Mile Ackermann, Colette, Mad Schulz, Wil- 
helm, Hensel, Valer, Borchers, Agnelet, Merschy Meyer {op cit 1, 

^ The Hamburgische Address-Comtoir NachrKhten, however, announced the play 
on May 8 as Der Liebhaber ein SckrtflsUlUr und Lak^, while the announcement of the 
performance on September i, 1 767, printed the title ?is Der LiebhaberalsetnSchinftsuller 
mdBedienter (by Cero/i) On Monday, September 19, 1768, the earlier title appears 
in the announcement, and the author’s name 15 given as Cer^u, the playbill of 
September 1 9 has Der Liebhaber ab ew SchnfUieller und Lak^, by Cerou 

^ In Reichard’s Theafer^Kalendeff oder Tascfunbuch Jwr die Schaubuhne auf das Jahr 
1775, Gotha, p 143, a translation published, in 1771 is mentioned ^Die verbuhlte 
Mutter oder die verwiemigten Liebkaber Wezlar, 1771 Von Qjiunault 1665 ubera 
von H Pfeufer, aber mcht nach der Verbes3[crung] die H CoUe dannn fur die 
franzosische fiuhne gemacht hat ’ 
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p 139) says ‘Den Patelin gab Eckhof mit alien Zotcn, die seine 
Gebehrden verstarkten, Hensel den Tuchhandler neben ihm gut und 
wahr ’ Schroder’s cnticism of Ekhof was (iW 11, 2, pp 16 f) ‘Hier 
wetteiferte er mit dem zotenvollesten Hanswurst (Lessing ward nicht 
dadurch beleidigt) ’ (Cp xiv, 107 ) Repetitions took place on June 2 
(xxii, 2), July 4 (xxxvi, 58), August 21, November 2, 1767, January 
22 (in Hanover), June lo,^ 1768, and on February 7, 1769 (in Hanover) 

1 9 Der Freygeist— on the playbill Der beschamte Freygeist — a comedy 
in five acts by G E Lessing Tuesday, May 12, 1767 [St xiv, 109 ] 
‘Verfcrtiget im Jahre 1749,’ this play was first pnnted in Lessing’s 
Schrtffien, v (Berlin, 1755), pp i ff , a second edition appeared in his 
Lustspiele, 11 (Berlin, 1767), pp i ff It had doubtless been played in 
Leipzig under Koch, and was given m Hamburg under Ackermann 
mil 757 ‘Stl ’ in the Deutsche Bibhothek (111, 1769, p 57) implies that 
the title Der beschamte Freygeist, to distinguish it from Brawe’s tragedy 
of the same name^ (xrv, 1 1 2), was given to Lessing’s play in Hamburg 
Cast Adrast, Ekhof, Theophan, Bock, Lisidor, not named on the 
playbill, but no doubt Ackermann, Juhane, Mad Hensel, Hennette, 
Mad Schulz, Frau Philane, Mad Mcrschy, Araspe, Borchers, Jo- 
hann, Merschy , Martin, Hensel , Lisette, Mile Ackermann Schroder’s 
comment (Meyer, 0^ cit 11, 2, p 16) was ‘Adrast, sehr gut, nurfehlte 
der Korper des Liebhabers,’ and he said that Theophan was Bock’s 
best role {ibid 1, p 147) The play was repeated on October 27, 
1767, February 23, June 27, August 16, and October 20, 1768 

20 Der Schatz, a pastoral comedy m one act by G K Pfeffel 
Tuesday, May 12, 1767 [St xiv, 126 ] This play is in alexandrines. 

It was published in Frankfurt in 1761 (A copy is in the Hamburg 
Staats- und Universitatsbibhothek Gp also E Schmidt’s account 
of it in his review of Gosack’s Matenahen in Anzeiger fur deutsches 
Altertum, v (1879), pp 138 ff ) It had been produced m Hamburg by 
Ackermann in 1 765 Cast Chrysant, Ekhof, Hylas, Bock, Palamon, 
Borchers, Margaris, Mile Ackermann, Myrtha, Mad Schulz Theje 
were five repetitions, on September 8, 1767, February 5 and April 14 
(in Hanover), September 26, 1768, and (in Hanover) January 25, 1769 

21 ^ tragedy in five acts by Voltaire Wednesday, May 13, 

1 767 [St XV, XVI ] ^ajire, tragedie en cinq actes, ‘ donn6e au 
Th6[atre] Fran[5ais] le 13 Aout 1732’ (Lens, op cit p 457), it was 

' See above, p 44, note l “ Sec below, p 130, 
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published in 1733. The translation (in alexandrines) was that of J J. 
Schwabe, published in Gottsched’s Deutsche SchaubUhne, h pp 

359 ff. , also in Deutsche Schauspule, welche tn Wten auf dem k k Hoftheater 
aufgefUkret warden, x, Vienna, 1750 (see K Groschl, op at pp. 37 ff) 
It had always been popular in Germany, from Frau Neuber’s time 
onwards (1741), and it had an estabhshed place m Schonemann’s 
repertory Cast' Orosmann, Ekhof (who in 1766 had played Lu- 
signan), Lusignan, Borchers, Zayre, Mad Hensel, Fatime, Mad 
Cunoni, Nerestan, Bock, ChatiUon, Hensel, Corasmin, Gludius 
Repetitions took place on September 7, 1 767, January 2 7 (in Hanover) , 
and November 3, 1768 It was followed on the present occasion by 
‘ein seneuses Ballet von der Erfindung des Herm Balletmeisters 
Cunom ’, which was repeated under this title five times 

Orosmann, the Sultan of Jerusalem, loves his slave Zayre, who, although 
born of Christian parents, has been brought up in the Mohammedan faith 
She loves him in return, and Orosmann makes preparations for their 
marriage The former king of Jerusalem, Lusignan, with other Chnstian 
prisoners, is in the hands of Orosmann, and the young French knight 
Nerestan has been permitted to return to France to obtain a ransom for 
them The ransom he brings is not sufficient, and Nerestan offers to remain 
himself a prisoner that the others may go free This sacrifice Orosmann 
will not accept, he magnanimously refuses the ransom and sets them all 
free except Lusignan and Zayre The latter, however, induces Orosmann 
in his love for her to liberate the aged Lusignan, who discovers before he 
dies that she is his daughter, and Nerestan his son Horror-struck at the 
discovery that Zayre has been brought up as a Mohammedan, he exacts 
an oath from her that she will become a Christian, and adjures her to keep 
the secret of her parentage Zayre is now involved m a conflict between 
her love for Orosmann and her promise to her father Her sudden 
reluctance to enter on the marriage rouses the sultan’s suspicions, and a 
letter from Nerestan, asking her to meet him secretly, awakens his jealousy 
He waylays her as she is on her way to the meeting-place and stabs her, 
Nerestan then reveals himself as her brother In his despair Orosmann 
kills himself, giving orders that all the Christians are to be set free 

22 Sidnei,oder der Sckwermuthige,a. comtdy m three acts, hy] B L 
Gresset Thursday, May 14, 1767 [St xvn, i ] Sidnei, comddie en 
vers et en trois actes ( 1 745) This was a popular play in Schonemann’s 
repertory from 1 750 on (H Devnent, 0^ cit p 168) It was published 
in Schonemann’s Schaubuhne, v, 1751 The translator is unknown 
Cast Sidnei, Ekhof (‘trefflich’, said Schroder, Meyer, op at 11, 2, 
p 16), Rosalie, Mad Lowen, Hamilton, Bock, Dumont, Hensel, 
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Kitchen, Mile Felbrich Repetitions took place on July 31, October 
29, 1767, February 4 (in Hanover), June 10,^ and October 14, 1768 

Sidnei, a rich young Englishman, has fallen a prey to melancholy and 
remorse, and has retired to the country, accompamed by his faithful servant 
Dumont His friend Hamilton does all he can to cure him, bu t to no purpose , 
Sidnei IS resolved to commit suicide Hamilton arranges a meetmg with 
Sidnei’s old love Rosalie, who has been hving in seclusion since Sidnei 
abandoned her four years previously But when she arrives, it is apparently 
too late Sidnei has taken poison Dumont, however, has saved his master 
by substituting another glass for that containing the poison, and a tragedy 
IS avoided, Sidnei and Rosalie are re-umted 

23 1 st er von Famtlie^ a comedy in one act by T L’Affichard 
Thursday, May 14, 1767 [St xvn, 46 ] La Famille, comddie en un 
acte et en prose ( 1 736) A German translahon. Die Fatmlie, had been 
m Schonemann’s repertory since its publication, it is included in 
Schonemann’s Schaubuhne, iv, 1749 (H Devnent, op at pp 157 f) 
But to judge by the present playbill, where it is described as ‘eine 
neue Comodie’, and by the diffenng title, the version now presented 
may have been a new one Cast Der Graf, Botchers, Doran t, Ekhof, 
Die Grafin, Mad Lowen, Melite, Mile Ackermann, Licast, Bock, 
Roschen, Mad Mecour, Hannschen, Merschy Repetitions took 
place on May 20, July 23 (lxxxiii, 92), September 24, 1767, and 
March 8, 1 768 (in Hanover) 

24 Das Gespenst mit der Trommel, oder Der wahrsagende Ehemann, 
‘eine Comodie aus dem Franzosischen des Destouches in funf Auf- 
zugen, nach einem englischen Stucke des Addison’ Friday, May 15, 

1 767 [St xvii, 72 ] L« Tambour nocturne, ou le Man devin, comddie en 
cinq actes et en prose (1736, but not played until 1762) The transla- 
tion was by Frau Gottsched and was published in the Deutsche 
Schaubuhne, 11 (1741), pp 231 ff {Das Gespenste mit der Trammel, oder 
der wahrsagende Ehemann Em Lustspiel des Herrn Addisons, nach dem 
Franzosischen des Herm Destouches ubersetzt) , also in the Viennese 
Neue Sammlung von Schaaspielen, v, 1 765 The play appeared in Schone- 
mann’s repertory from 1741 onwards (H Devnent, op at p 360) 
Cast Der Baron, Ekhof (he had formerly played the youthful Wind- 
hausen, ‘ abscheulich ’, said Srhroder, ‘ hemach den Baron, gut ’, Mey cr, 
op at 11, 2, p 14), Die Baronessm, Mad Hensel, Wmdhausen, 
Borchers, Laebhold, Bock, Salome, Mad Schmelz, Schulwitz, not 
named, but Ackermann (Meyer, op at 1, p 183, 11, 2, p 113); 

* See above, p 44, note i 
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Gotthard, Hensel, Peter, Garbfecht; Michel, Merschy "nie present 
performance was the only one, it was followed by the ‘seneuses Ballet ’ 
of May 13 

The performance of Der verheyrathete Philosoph by Destouches on 
Monday, May 18, 1767, was followed by ‘em neues pantoimmisches 
Ballet von der Erfindung des Hcirn Balletmeisters Cunom, Die 
Zigeuner in ihrem Lager' The scene is described on the playbill ‘Das 
Theater stellet einen Wald vor, woselbst aus einem Baum, der in der 
Geschwindigkeit sich ofnet, eine Bande Zigeuner kommcn, und 
Bauern, welche Holz fallen, bezaubern ’ 

25 Democni, oder Der lachende Philosoph, a comedy in five acts by 
Regnard Tuesday, May 19, 1767 [St xvii, 94] Dimocnte amoureux, 
com6die en cinq actes en vers (1700) Like Regnard’s other two 
popular plays, this was an old favourite in Germany, it was playfed 
in Leipzig in 1 742 (Schmid, Chronologie, ed cit p 66) and by Sophie 
Schroder on April 27, 1 744, in Hamburg (where it was repeated three 
times) A translation of Democnt had appeared in Part n of Regnard’s 
Theatrqlische Werke, Berlin, 1757 The translation used by Schone- 
mann, and now, was in alexandrines and was by the actor H G 
Koch It was published in Schonemann’s Schaubuhne, iv, 1 749, and 
reprinted in the Viennese J/eue Sammlung von Schauspielen, 1, 1764 
Cast Democnt, Hensel, Agelas, Bock, Agenor, Merschy, Ismene, 
Mile Felbrich, Strabo, Ekhof, Cleanthis, Mad Hensel, Cnseis, Mad 
Mecour, Thaler, Borchers Schroder noted (Meyer, op cit 11, 2, pp 
15 f) that Ekhof played Strabo as a ‘Caricatur, und auch Lessing zu 
arg’ (but see below, p 194) Democnt was repeated on January 28 
(in Hanover), August 15, October 25, 1768, and (m Hanover) on 
January 10, 1769 It was followed on the present occasion by the 
ballet Die verwandelten Z^ttern 

Democnt has retired with his servant Strabo to the solitude of a cave 
in the desert Their only friend is a peasant, Thaler, with whose daughter 
Griseis Democnt, against all his principles, is in love Agelas, king of 
Athens, comes upon them in the course of a hunting expedition and 
persuades them all to come to his court Here we learn that the Princess 
Ismene is intended to be Agelas’ wife and that to remove all obstacles a 
stepsister has been given as a child to be brought up as a peasant Agelas, 
however, is charmed by Cnseis, and Pnnce Agenor, being in love with 
Ismene, encourages the king’s new passion Cnseis, of course, turns out 
to be the lost stepsister and marries Agelas, Ismene and Agenor are be- 
trothed Meanwhile Strabo has fallen in love with Ismene’s waiting-woman 
Cleanthis, who is eventually discovered to be his own long forsaken wife 
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26 Diefalschen F^7■^rau/^^AA«feB, a comedy in three acts byManvaux 
Wednesday, May 20, 1767 [St xvni, i ] Z^s fausses confidences, 
com6die en trois actes en prose ( 1737 ) This piece probably belonged 
to an earlier period, but I have not been able to trace any mention 
of It m repertory lists before it was produced in Hamburg m 1761 
(Meyer, op cit 11, 2, p 54) Nor have I been able to find the German 
translation Later a new version was made by Gotter under the title 
Die falschen EntlSckungen (cp V Golubew, Manvai^ Lustspiele in 
deutschen Vbersetzungen des 18 Jahrhunderts, Heidelberg, 1904, pp 89 ff) 
There is a copy [Die falschen Entdeckungen Em Lustspiel in drey 
Aufzilgen Nach Manvaux Fur das Hoftheater zu Weimar Gotha, 
1774) m the Herzogliche Bibliothek, Gotha A comedy bearing the 
title Dasfalsche Vertrauen, pubhshed at Augsburg in 1764, I have not 
seen (Kayser, VoUstandiges Bucher-Lexikon, vi, Schauspiele, p 105) 
CdSt Arammte, Mad Hensel, Remy, unnamed but played by 
Ackermann — it was a role in which, according to Schroder (Meyer, 
op cit 1, p 145 and 11, 2, p 114), he won, from 1761 onwards, ‘un- 
getheilte[n] Beyfall’, Dorant, Bock, Argante, Mad Schmelz, Don- 
mont, Borchers, Peter, Merschy, Pasquin (‘em anderer Bedienter’, 
xviii, 67), Hensel, Marton, Mad Cunoni Repetitions took place in 
Hanover on March 10 and May 3, 1768, and again in Hamburg on 
July 21, 1768 It was followed on the present occasion by 1 st er von 
Familie^, a fact which Lessing omits to mention 

27 Z^lmire, a tragedy m five acts by P L Buyrette de Belloy 
Thursday, May 21, 1767 [St xvm, 72-xix ] ^dmire, tragedie en 
cinq actes et en vers ( 1 762) Lessing, following the playbill, wrongly 
calls the author ‘Du Belloy’ The drama was played ‘nach einer hier 
m Hamburg verfertigtcn Ubersetzung’ (Playbill), and Lessing notes 
that the version was in prose (xix, 76) The article in Lessing und 
Hamburg {ed cit p 31) on translators of French plays mentioned in the 
Dramaturgie suggests that the author was Lessing’s friend Johann 
Fnednch Schmidt, on the ground that an unprinted translation by 
him of ^elmire is mentioned by Reichard in his Theaterkalender auf das 
Jahr iyj8 (p 1 18) , but the translation used now seems to have been 
printed Lowen might occur to one, but Lowen would probably have 
translated into verse Schmid’s Chronologie {ed cit p 162) mentions 
another translation, m verse, printed in Pfeffel’s Theatralische Belusti- 
gimgen, 11 (1766) and separately (Frankfurt and Leipzig, 1766) (Cp 
also Kayser, VoUstandiges Bucher-Lexicon, vi (Leipzig, i8of,),Schaurpiele, 
p 10 ) The present version had been first produced in Hamburg as 
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an inauguration of Ackermann’s season on July 31, 1765 (Schtltze, 
op. at pp 325 f ) Cast Pohdor, Ekhof (at the first performance he 
had played the youthful Ilus, Meyer, op at u, 2, p 17), Zclnurc, 
Mad Hensel, Ilus, Bock, An tenor, Borchers, Rhamnes, Schmelz, 
Philaide, Mad Schmelz The play was repeated on May 26 (xx, 146), 
September 14, 1767, and on June 30, 1768 It was followed now by a 
‘seneuses Ballet’ 

Zeltnire, the daughter of Pohdorc, late King of Lesbos, is supposed to 
have aided her brother Azor to compass the death of their father, Azor 
himself has since died at the hand of an unknown assassin Zelmire reveals 
to Philaide that she has saved Pohdore and that he is concealed m a vault 
near by Meanwhile Antenor, a prince of the blood, has assumed command 
of the Thracian army, but has declined the throne in favour of Zehmre’s 
infant son, of whom he thus becomes the guardian, he entrusts Rhamnes 
with the command of the army, and discloses to him his plan of eventually 
destroying the young prince and thus securing undisputed sovereignty 
A Thracian soldier has just revealed to Zelmire and Pohdore that Antenor, 
while pretending to avenge the death of Azor, was himself the author of it, 
when Antenor appears , he informs Zelmire that the people have denounced 
her for the crime of pamcide and have decreed that she is to be banished, 
and is^o leave her son under his guardianship At this moment Zelroire’s 
husband Ilus arrives after a long absence Antenor repeats the accusation 
of pamcide, which Zelmire does not dare to deny, lest Pohdore’s presence 
should be revealed to Antenor The latter subsequently finds Ilus alone 
and raises his dagger to murder hun, but is prevented by the timely amval 
of Zelmire, the dagger remains in her hands, but this enables Antenor to 
accuse her of intended crime, and to have her arrested by his soldiers Ilus 
remains alone, homfied and uncertain , but is enlightened by Pohdore, who 
emerges from the vault Ilus decides to call his Trojan followers to fight 
the Thracian soldiers, and Pohdore is determined to fight also, disguised as 
a Trojan The battle goes against Ilus and his men, Zelmire, her father and 
husband are all taken prisoner, and Antenor condemns Zelmire and 
Pohdore to death But at the altar Rhamnes, turning on Antenor, strikes 
him down in place of Pohdore Azor’s last written words, accusing Antenor 
of his death, have come into the hands of Rhamnes, who thus avenges 
Azor and saves Zelmire and her whole family 

The following ‘ Nachncht aus Frankreich taken from the Bibltotheh 
der schonen Wissenschaften, ix, (1), 1763, pp 135 f, was pnnted, with 
slight alterations, on the playbill 

Wir crinnern uns kaum seit ctlichen jahren ernes Stucks, das nut mehr 
Beyfall aufgenommen worden es gicbt wenig dramatische Werke unter 
uns, wo mehrFeuer inder Handlungso wohl als in demStylhervorleuchtet 
Durch und durch herrschen die grossten tragischen Bewegungen und das 
Interesse steiget bis zum hochsten Gipfel Die Seele der Handlung beruhet 
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auf dcr Z&rtlichkeit ciner Tochtcr, die ihren Vater mcht nur nut ihrcr 
eignen Bnist ernUhret, sondem ihm auch ihre Ehre auf die schimpflichste 
und schmerzhafteste Art aufopfert, indem sie sich fur die Mordennn 
desselben halten lasst, um ihn zu retten Die Situationen sind so hefitig, 
dass sie das ganze Herz erschuttern, die Charaktcre contrastiren so wohl, 
dass einer den andern hebt Man hat uns bisher nur Tyrannen vorgestellet, 
die ihre Verbrechen ungescheut und ungeschickt begehen. Hier ist aber 
einer, der seine Ranke auf das geschickteste und listigste ausfuhret, und 
seme Schandlichkeit entdecket sich erst in dem letzten Augenblick 

28 Cenie, oder Die Grossmutk tm Unglucke, a drama in five acts and 
in prose by Madame Fran90ise de Grafigny Fnday, May 22, 1767. 
[St XX, 2 ] Cime, piece en cinq actes et en prose (1750) The transla- 
tion was by Gottsched’s wife, and was published as Ceme, oder die 
Grossmutk im Unglucke ^ ein moralisches Stuck, Vienna, 1753, but 
possibly also in the previous year at Leipzig (cp Gottsched, Nothiger 
Vorrath, ii, Leipzig, 1 765, p 280) , also in Deutsche Schaubuhne zu Wienn, 
iv (1753) I*- had had a place in Schonemann’s repertory since 1753 
(H Devnent, op cit pp 218, 224), and was included in volume vii 
of his Schaubuhne {Neue Sammlung von Schauspielen, 1, 1754) Cast 
Donmond, Ekhof (originally he played Mencourt, ‘mcht so%ut als 
Kirchhof, spater Donmond, vortrefflich’, Schroder said, Meyer, op 
cit 11, 2, p 14), Mencourt, Schmelz, Clerval, Bock, Ceme, Mad 
Hensel, Orphise, Mad Lowen, Lisette, Mad Mecour, Dorsainville, 
Borchers Ceme was repeated on July 10 (liii, 2), August 5, November 
30, 1767, and on January 25 and February 24, 1768 in Hanover It 
was followed on the present occasion by the ballet Die Z^geuner in 
threm Lager 

The drama turns round the intrigues of the dissolute Mencourt to win 
the hand and fortune of his uncle Donmond’s daughter Ceme The latter, 
who loves Mencourt’s brother Clerval, refuses to accept Mencourt She 
has a staunch friend in her governess Orphise, who mourns a lost husband, 
Dorsainville Mencourt proves by means of letters that Ceme is not 
Dorimond’s daughter, but Orphise’s Clerval comes to the rescue of the 
women, he has aided Dorsainville to gam pardon for having engaged in 
an affair of honour, and brings him to the house, thus restoring to Orphise 
her lost husband and Cenie’s real father 

29 Amuha, a comedy in five acts (1765) by C F Weisse Monday, 
May 25,1 767 [St XX, 88 ] Published in Beytrag zum deutschen Theater, 
IV, Leipzig, 1 766, pp 1 1 3 ff , repnnted in Theater der Deutschen, via 
(1769), pp 103 ff, and again separately at Vienna in 1783 It lyas 
first produced m Hamburg under Ackermannm 1766 Cast Freemann, 
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Ekhof, Lady Freemann, Mad Henscl, Manley, Mad Bock (see above, 
p 38), Hearty, Borchers, Tnks, Henscl, Frau Tnks, Mad Schulz, 
Betty, Mile Ackermann Schroder commented on Ekhof’s playing 
(Meyer, op cit 11, 2, pp 18 f) ‘zu grob’, and Meyer adds [tbtd) 
‘Diesen wiederholten Vorwurf verschuldete Eckhofe Ansicht Er 
glaubte den Englander so bezeichnen zu mussen, und gab, ganz im 
Gegensatz von Ackermann und Schroder, auch im Leben, der Frei- 
mtithigkeit immer einen Anstnch von Harte ’ Repetitions took place 
on August 4, September 8, December i, and (in Hanover) December 
31, 1767, then in Hanover on December 28, 176B 

Freemann, a wealthy young man, has abandoned Amalia some five 
years before the drama opens, and is living an extravagant life with Sophie 
in an inn at Bristol They are ultimately reduced to penury, while Amalia 
has inherited great wealth She hears of Freemann’s plight, and disguised 
as a man (Manley), goes to Bristol to help him Sophie falls in love whh 
Manley, but loses her jewelry to him in play Manley is resolved to test 
Sophie, and to help her and Freemann if she resists temptation , he therefore 
offers to return the jewels to her on dishonouring conditions Sophie refuses 
to accept these, and her lover Freemann, who has been concealed in a 
cabinet during the final interview between Manley and Sophie, challenges 
Manley, whereupon the latter reveals herself as Amalia Freemann is now 
anxious to marry Amalia, but she will have nothing to do with him and 
marries another 

30 Der Finanzpachter, a comedy in one act by Saint-Foix. Monday, 
May 25, 1767 [St XX, 139] Le Financier, com6die en un acte en 
prose (1761) The translation was Der Finanzpachter, ein Lustspiel in 
eincm Aufzuge, von den franzosischen Comodianten zu Pans im 
Jahr 1761 zu verschiedenenmalen aufgefuhrt, und aus dem Franzo- 
sischen ms Deutsche ilbersetzt, Leipzig, 1 762 (There is a copy in the 
Bntish Museum ) It was produced in Hamburg by Ackermann in 
1765 Des Herrn von Saint-Foix Theatralische Werke had appeared in 
Leipzig, 1 750-68 Petersen (ed cit p 203) notes that G A Wichmann 
was reputed to be the author of the translation A version by 
Weisker[n], entitled Die Wirkung der Rechtschaffenheit, was performed 
in Vienna on August 13, 1766 (cp Repertoire des deutschen Schauspieles 
in Wien, MS in the Stadtbibliothek, Vienna, JG 40428, p 200) Gast 
Alcimon, Bock, Der Marquis, Borchers, Ghevalier, Schmelz, Geront, 
Ekhof, Hennette, Mile Ackermann It was only repeated once, on 
August 4, 1767 

31 Die Mutter-Schule, a comedy in five acts by Nivelle de la 
Ghauss6e Fnday, May 29, 1767 [St xxi, 2 ] L’Ecole des mires. 
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com^die en vers et en anq actes (1744) The German translation, 
probably by Ekhof (cp H. Uhde, op.cit p 15 1), is printed in Schone- 
mann’s Schaubuhne, vm {J^eue Sammlung von Schauspielen, u, 1757) In 
the repertory hsts there is some confusion with Manvaux’ play of the 
same name (see below, pp 228 f ) ,^ but La Chaussee’s appears to 
have been added to Schonemann’s repertory on February 5, 1756 
(H Devnent, op cit p 253) Cast Argant, Ekhof (‘sehr gut’, 
Schroder said, Meyer, op at 11, 2, p 14), Frau Argant, Mad Lowen; 
Der Marqms, Mad Bock, Mariane, Mile Ackermann, Doligni, 
Borchers, Valer, Bock, Rosette, Mad Schulz, La Fleur, Hensel 
Repetitions took place on July 14 ( liv , 2), August 20, 1767, on 
February 29 (in Hanover), June 29, 1768, and (in Hanover) on 
February 9, 1769 It was followed on the present occasion by ‘ein 
neues Gartner-Ballet von der Erhndung des Herrn Balletmeisters 
Ctinoni’, which seems to have been repeated twice 

32 Nanine, oder Das besiegte Vorurtheil, a comedy in three acts by 
Voltaire Monday, June i, 1767 [St xxi, 21 ] Nanine, ou le Prejuge 
vaincu, comedie en trois actes, en vers de dix syllabes ( 1 749) Schone- 
mann opened the renovated ‘ Comodicnhaus beym Dragonerstall’ 
in Hamburg on June 5, 1754 (Schutze, op cit p 280), with this 
comedy, in the verse translation of B G Straube, Leipzig, 1750,® 
but possibly he had already produced it in the previous year H 
Devnent {pp at p 221) mentions a version by a Herr Pistorius, 
which may have been the one used on the present occasion ® Cast 
Olban, Ekhof (Schroder commented on Ekhof’s Graf Olban, that 
he was ‘mcht vornehm genug’, Meyer, op at u, 2, p 20) , Marquism 
von Olban, Mad Schmelz, Nanine, Mile Felbrich, Baronessin von 
Orme, Mad Bock, Blase, Bock, Hombert, Borchers, Germon, Hensel, 
Mann, Merschy Repetitions took place on June 12 (xxviil, 2), 

'Eg Repertoire des deutschenSchauspieles in Wien (ji 127) records the performance 

on January 26, 1765, oiDie Mutterschule aus dem Franzos[ischen] des Marivaux 
ubersetzt von Conrad Eckhof (Die eingeiegten Couplets von Hagedorn) 

^ C H Schmid {Chronologiei ed cit p 97) mentions this translation in disparaging 
terms There is a copy of it m the Hamburg Staats- und Universitatsbibhothek 

® I have not been able to trace this version J G Meusel {Lexikon dtr vom Jahr 
1750 bis idoo verstorbenen leutschen SchnftstelleTf x (Leipzig, 1610), pp 438 ff ) gives 
an account of Her mann Andreas Putonus (1730-96) who was active in transla ting 
for Hamburg periodicals in 1753 and 1754 and contributed to the Allgemetne 
Deutsche Btbliotkek, but there is no mention of a translation of Manine by him. In 
the Repertoire des deutschen Sehauspules in Wien (p 129) a performance of Nanine in a 
translation by [J W ] Mayberg in 1754 is listed, also one ‘in emer andern Uber- 
setzung’ on April 17, 1769 
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July 4 (xxxvi, 58), July 28, 1767, in Hanover on Apnl 18, 1768, and 
m Hamburg again on June 9, 1768 It was followed on the present 
occasion by D^e neue Agnese and a ballet. 

Count Olban, a widower, is involved in a long-standing legal process 
with his relative, the Baroness de I’Orme, and the latter suggests as a 
settlement that they should marry The count, however, knowing the 
baroness’s temper, reveals his preference for the girl Nanine, whom she 
has brought up in her service, whereupon the baroness offers Nanme the 
choice of marrying her gardener Blaise or taking the veil. She chooses the 
latter, but the count finds means to prevent her departure The baroness 
now succeeds in intercepting a letter ofNamne’s to her father, who unknown 
to all IS staying near by, and arouses the count’s suspicions to such an extent 
that he dismisses Narune from the house and agrees to marry the baroness 
herself Ultimately, however, Namne’s innocence is proved, the baroness 
leaves in anger, and Namne becomes the count’s wife 

• 

33 Die kranke Frau, a comedy in one act by C F Gellert Tuesday, 
June 2, 1 767 [St XXII, 2 ] This comedy was pubbshed in Gellert’s 
LusUpule, Leipzig, 1748 (pp 399 ff) It had been in Schone- 
mann’s repertory since 1749 (H Devnent, op cit p 168) Cast 
Frau Stephan, Mad Lowen, Stephan, Ekhof, Philippine, Mad 
Bock, Henriette, Mile Ackermann, Wahrmund, Hensel, Richard, 
Borchers Repeated on August 21, 1767, and in Hanover on January 
4, 1768 It was preceded on the present occasion by Der Advocat 
Patelin, and followed by ‘ ein neues grosses Heroisch-Pantomimischcs 
Ballet, von der Erfindung des Herrn Ballctmcisters Gurioni’, Admetus 
and Alceste,^ which was repeated on June ii and August 21, 1767 

Die kranke Frau turns round the illness of Frau Stephan, which is induced 
by envy because her sister-in-law, Frau Richard, possesses an ‘Adrienne’ ^ 
Her husband consults a chiromantist who prophesies her a short life. 
Nothing avails to restore her to health but the possession of the coveted 
garment 

* See above, pp 42 f 

* An ‘Adnenne’ (xxii, 33), or more correctly, ‘Andricnne’, was a robe with a 
long skirt which the actress Mile Dancourt had worn in Baron’s comedy L’Andnerme, 
produced on November 16, 1703 ‘Bey Gelegenheit dieses Luatspiels, erdachte die 
Schauspielennn Mad Dancourt die altere welche die Rolle der Andnerm spielte, 
erne neue Kleidertracht, welche hemach unter dem Namen der Andriennen 
bekannt genug geworden ist ’ (‘ Nachricht aus Pans ’ in Bibliothek der schonen Wissen- 
schaften, lu ( 1 758), p 177) Cosack notes (op at. p 1 65) the occurrence of the word 
m Schlegel's Du stummt SchorJuil (Sc. xu, ‘Andnenne’) The form ‘Adrienne’ 
seems to have been the normal one m Germany It occurs in Myhus’s first essay 
in Lessmg’s Bgitrage zur Historu und Aujhahme des Theaters (Stuttgart, 1750, i, 1, p 3). 
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34. Da Mann nach der Uhr, oda iUt ordentliche Mam, a comedy m 
one act by Th G von Hippel Wednesday, June 3, 1767 [St xxn, 
60 ] Published m Komgsberg, 1760, and m 1765, also in Theata der 
Deutschm, 1 (1768), and in Hippel’s Sammiltche fVerAe,, Berlin, 1827-38, 
X, pp 371 ff. It was first produced in Hamburg by Ackermann in 

1766, and was very popular, Cast Orbil, Ekhof (Schiitze, op. at 
P 330 > called his performance ‘meisterhaft’, Schroder (Meyer, op. 
at u, 2, p 18) ‘vortrefflich’), Wilhelmine, Mile Felbnch, Valer, 
Borchers, Magister, Hensel, Lisette, Mad Schulz , Johann, Merschy 
Repetitions took place on July 10 (im, 2), August 13, November 10, 

1767, in Hanover on April 18, 1768, and again in Hamburg on May 
17, August 22, September 20, 1768, and in Hanover on February 7, 
1769 

35 Der Graf von Essex, a tragedy m five acts by Thomas Corneille 
Thursday, June 4, 1767 [St xxn, 77-xxv ] Le Comte d' Essex, tra.g6die 
en cinq actes en vers (1678) The translation (in alexandnnes) was 
by Peter Stuven, hcentiate in law in Hamburg (cp F Heitmtiller, 
Hamburgische Dramatiker lur Z^it Gottscheds, Dresden, 1891, pp 34 ff ) 
It was pubbshed in Hamburg in 1 747 (a copy of this edition is in the 
Preussische Staatsbibliothek) and reprinted in the Deutsche Schaubuhne 
zu Wienn, 1 (1749), pp I ff It had already been a popular piece when 
Caroline Neuber’s company played in Hamburg in 1735 (cp F J 
von Reden-Esbeck, Caroline Neuber, Leipzig, i88i, pp 107 ff) 
Schonemann, who played the title role, revived it at Breslau in 1 744 
and Hamburg in 1747 (H Devnent, op at pp 91, 360, cp also 
Schutze, op at p 247) C H Schmid {Chrorwlogie, ed at p 62) 
says ‘Auch fuhrte sie [die Neubenn] von dem Gottscheden so ver- 
hassten Herrn von Stuven eine Ubersetzung von dem Essex des 
Thomas Corneille auf, welche sich unerachtet ihrer Mattigkeit fast 
bis auf den heutigen Tag [1775] auf den Buhnen erhalten hat’, and 
H Devnent (op at p gi, note) states that it was ‘eines der bebebtesten 
Stucke der Wanderbuhnen von der Neuber bis zur Hamb[urger] En- 
trepnse ’ Schonemann had in his time been particularly fond of the 
role of Essex, and refused to rcbnquish it to Ekhof (cp H Devnent, 
op at p 249, and Schtitze, op at pp 247 f ), Ackermann had also 
played it, but, according to Schutze {op at p 317), had spoiled it 
Cast Ebsabeth, Mad Lowen, Hennette, Furstin von Irton, Mad 
Mecour, Graf von Essex, Ekhof, Gecile, Borchers, Salsbury, Bock, 
Tilney, Mile Felbnch, Crommer, Hensel The tragedy wai only 
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repeated once, on July 1 5 (crv, 3 followed now by a 

ballet 

The Earl of Essex has forfeited the confidence of Queen Elisabeth by an 
armed advance upon the royal palace The queen’s advisers and Essex’s 
enemies, Raleg [sic], Coban [nr] and Cecile [nr], persuade her that Essoc 
is m collusion with the Irish rebels, whereas the real reason for Essex’s 
attempt was to prevent the marriage of the Countess of Irton, with whom 
he IS in love, and for whose sake he wishes to free himself from the now 
irksome passion which the queen herself still cherishes for him. Elisabeth 
offers Essex her pardon and her love if he will adrmt his guilt This he 
refuses to do Thereupon she has him arrested for high treason and con- 
demned to death Preparations are made for his execution When the 
queen learns the true state of the case, she is at first still more incensed, but 
eventually makes efforts to force the earl to yield and ask for pardon She 
endeavours to move him through the Countess of Irton, then through his 
friend Earl Salsbury In vain Essex maintains his innocence and refuses 
to countenance the charge by asking for grace Essex’s enemies, meanwhile, 
on the pretext of the queen’s orders, hasten his execution, and prevent his 
friends from gaining acces« to Elisabeth Too late she repents her own pride, 
and her only hope is to be freed from her grief by an early death 

36 Die Hausfranzosin, oder Die Mammsell, a comedy in five acts by 
Luise V A Gottsched Wednesday, June 10, 1767 [St xxvi, 2 ] 
This comedy was published in the Deutsche Schaubuhne, v (1744), pp 
67 ff and was probably played by Schonemann’s company in the 
same year; he brought it to Hamburg in 1747 (H Devnent, op at. 
pp. 123, 349) Cast Germann, Borchers, Wahrmund, Schulz, Luis- 
chen, Mile Ackermann, Hannchen, Mile Ackermann , Franz, Mad 
Bock, Der junge Wahrmund, Bock, De Sotenville, Ekhof, Mile La 
Fleche, Mad Lowen , Erhard, Hensel , La Fleur, Merschy Schroder 
is evidendy in error when in his list of Ekhof ’s roles (Meyer, 0^ at 11, 
2, p ig), he states that he played on this occasion ‘Franz, den Gelb- 
schnabel ' der sieben und vierzigjahnge ' ’ The comedy was followed 
by the ballet Die ^igeuner in ihrem Lagei, and was not repeated 

3 7 . Der Ba uermit der Erbschaft, a comedy in one act by Pierre Carlet 
de Chamblam de Manvaux Friday, June 12, 1767 [St xxviii, 2 ] 
V flintier de village, comedie en un acte en prose (1725) The translation, 
by J G Kruger, was pubhshed m the Sammlung einiger Lustspule aus 

t The other plays in the volume (xxvi, 4) were Panthea, Trauerspiel, Dido, 
Trauerspiel von J E Schlegcl , Der flocA wi Proceue, Lustspiel von Th J Qiustorp, 
A/fl/toiTBsl /F, Trauerspiel von B E Kruger, Schaferspiel von A. G. Uhlich, 
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dem Frai^siscken des Herm von Marivaux, Hanover, 1 747~49 Bauer 
rmt der Erbschqft had also appeared separately (without place or date, 
■see Goedeke, Grundnss, ui (and ed ) p 373) It had enjoyed great 
popularity in Hamburg since its production in 1 747, and shared with 
Borkenstein’s Der Bookesbeutel the reputation of being the ftiost popular 
local play (cp V Golubew, op cit p 32) Cast Frau Damis, Mad 
Merschy, Baron, Bock, Jurge, Ekhof, Lise, Mad Bock, Hans, 
Borchers, Crete, Mile Ackermann, Valentin, Hensel Ekhof was par- 
ticularly famous as ‘Jurge’ — ‘ unubertreffhch in d[erj plattdeutschen 
Sprache’, said Schroder (Meyer, op cit 11, 2, p 17) It is of this play 
that the story is told of the peasant in the audience who was so 
deceived by Ekhof ’s acting that he asked his neighbour ‘ Wo to’m 
Duwel hewwt de Lude den Buem herrenohmen ■* ’ (H Uhde, K Ekhof, 
ed cit -p 133) V Golubew, o/i cit p 33) Reichard’s Theater-Kalender 
for" 1776 (Gotha) contains an engra-ving of Mad Bock and Ekhof in 
this play which is reproduced in Golubew’s dissertation and here * 
Der Bauer rmt der Erbschaft was one of the most popular plays of the 
repertory and was repeated ten times on August 25 and November 
19, 1767, in Hanover on January 7, January 22, February 23, April 
a 1 , again in Hamburg on May 3 1 , July 1 5, October 3, and in Hanover 
on December 28, 1768 It was preceded on this first occasion by 
Namru and a ballet 

38 Der Z^TStreute, a comedy in five acts by J F Regnard Monday, 
June 29, 1767 [St xxviir, 69 ] Distrait, comedie en cinq actes en 
vers (1697) This play was originally produced m Hamburg by 
Caroline Neuber in 1735 under the title, Der Z^rstreute, oder der seine 
Gedanken mcht beysammen hat (R.edcn-E'ihec]i, op cit pp 108, 304), the 
translation being probably by Lessing and Weisse H Devrient {op 
cit p 192) records a performance in Hamburg under Schonemann 
on August 9, 1751 ‘ein aus dem Franzosischen des Herrn Renard in 
Schlesswig von einer vornehmen Standesperson ubersetztes Lustspiel, 
in funf Aufzugen, le Distrait, Der Unachtsinnende ’ Der ein 

Lust-Spiel in funf Aufzugen , aus dem Franzosischen des Herrn Regnard 
Ubersetzt, was published in Dresden in 1752 (cp Gottsched, Nothiger 
Vorrath, 11, p 278) (A copy of this edition is m the Hamburg Staats- 
und Universitatsbibliothek ) The translation now used may have 
been the Dresden one, or, perhaps, that ^ the first Part of Regnard’s 
Sammthche theairalische Werke, Berhn, 1757, where the play is also 

' See plate facing p 38 
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entitled Der ^erstreute The Bntish Museum possesses a translation 
(in alexandrines), Z)er,^errfreufc<fej/fcrm/iegBflrrf,abcrsetztvonG.L R , 
Frankfurt and Leipzig, 1761, but its description of the ‘Personen’ 
does not tally with that on the present playbill Cast Leander, 
Ekhof, Glance, Mad Bock; Madame Grognac, Mad. Schmelz, 
Isabelle, Mile Ackermann, Chevalier, Schmelz, Valer, Borchers, 
Lisette, Mad Mecour, Carlin, Hensel Ekhof played Leander (ac- 
cording to Schroder ‘gut bis auf den Liebhaber’, Meyer, op at u, 
2, p 17) Der Z'^retreute was repeated four times, on August 18, 1767, 
on April 7 (in Hanover), July 12, 1768, and (in Hanover) onjanuary 
II, 1769 

39 Das Rathsel, oder Was dem Frauenzimmer am meisten gefallt, a 
comedy in one act, with a divertissement, by J F Lowen Monday, 
June 29, 1767 [St XXIX, 22] This after-piece was published^ in 
Lowen’s Schnften, Hamburg, 1765-66, iv, pp 339 ff Goedeke {Grun- 
dnss (3rd ed ) , IV ( i ) , p 46) refers to cnticisms in the Allgemeine deutscke 
Bibliothek, lu (1769), pp 235 ff and in the Hamburgtsche Correspondent, 
No 19 1 (December 2, 1766) The present performance, in spite of 
the fact that the word ‘neue’ does not appear on the playbill (cp 
those for Apnl 27, Apnl 28 and May 14) would appear to have been 
the first For the ‘Divertissement’ which followed Hertel wrote the 
music Cosack {op at p 192) quotes a critic in the Neue Bibliothek 
der schonen Wusenschaften, iv (1767), p [290], to the effect that the 
‘DiverUssement’, which consisted of anas, duets and choruses, ‘zu 
Ehren des Dichters wegfallen konnte’ Cast Bertha, Mad Bock, 
Robert, Bock, Die Fee Radiante, Mad Mecour, Pednllo, Hensel, 
cine Alte, Mile Ackermann, Magotme, Mad Schulz Repetitions 
took place on August 5, 1767, and in Hanover on February 16, 
February 24, and Apnl 25, 1 768 

40 a tragedy in five acts by Corneille Wednesday, July 
1 , 1 767 [St XXIX, 53-xxxn ] Rodogune, Princesse des Parthes, tragedie 
en cinq actes en vers (1644, pnnted 1647) There had been an older 
translation by F C Bressand (Wolfenbuttel, 1691), this new transla- 
tion, which was not published until 1769, was also in alexandrmes and 
entided Rodogune, Pnnzessin der Partker, ein Trauerspiel in funf Ackten 
des Herm von Corneille (zum Behuf des Hamburgischen Theaters), 
Hamburg and Bremen, 1 769 (A copy is in the Hamburg Staats- und 
Umversitatsbibhothek ) According to Klotz’s Deutsche Bibliothek, iv 
(1770), p 724, the translator’s name was Meyer, the writer of the 
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article in Lessing und Hamburg already quoted suggests (p 30) the 
actor WiUielm Christian Dietench Meyer, adding ‘who played the 
role of Oront ’ — which he did not The following passage is from the 
preface to the translation 

Ich ubersetzte Rodogune zu einer Zeit, da noch beynahe alle Welt mit 
P Corneillen glaubte, dass es eines seiner besten Stucke, wo nichC gar das 
beste ware Die Hamburgische Dramaturgic hat es mich eben so wohl 
als andere Leute kennen gelehrt, und nun 1st es leicht einzusehen, warum 
ich nicht nach der Zeit in die Versuchung gerathen bin, meine Ubersetzung 
in Absicht auf die Reimgkeit der Verse und des Dialogs einer genauern 
Prufung und Verbesserung zu unterwerfen Und uberdem, warum sollte 
ich etwas zu verbessern suchen, das man vielleicht mcht mehr best, und 
das man sich schon mude gesehn hat^ 

Rodogune had been one of the most spectacular productions under 
Adkermann’s management (in 1766), and its choice on the present 
occasion was in honour of the visit of King Christian VII of Denmark 
The cast was as follows Cleopatra, Mad Hensel, Seleucus, Bock; 
Antiochus, Ekhof (‘junger Pnnz und Liebhaber’ Schroder notes, 
Meyer, op cit u, a, p 18), Rodogune, Mad Mecour, Timagen, 
Borchers, Oront, Hensel, Laonice, Mad Schmelz Repetitions took 
place on August 26, 1767, in Hanover on January ii, February 8, 
February 19, 1768, again in Hamburg on June 16, 1768, and in 
Hanover on January 26 and February 21, 1769 

At the opening of the drama, we learn the previous history of the chief 
characters The king of Syria, Nicanor, has been taken prisoner by the 
Parthians, and he and his wife Cleopatra are threatened by a usurper 
Tryphon It is reported that Nicanor has died in captivity, and Cleopatra, 
to save herself, marries Nicanor’s brother Antiochus, who overthrows 
Tryphon, but himself dies in batde Cleopatra’s two sons, Antiochus and 
Seleucus, are meanwhile being brought up in Egypt by Timagen The 
news comes that Nicanor is not dead, but is marching on Syria with the 
Parthian army, and that in order to avenge himself on his faithless wife, 
he intends to marry Rodogune, sister of the Parthian king The Syrians 
however, defeat the invaders, Cleopatra kills her husband with her own 
hand, and makes Rodogune prisoner In the first scene, T imagen, returmng 
with the two young princes from Egypt, learns of the death of their father 
from his sister, the queen’s confidante Laonice He also hears that Cleopatra 
IS about to reveal which of the two princes is the elder, in order that he 
may be crowned king and receive Rodogune as his bride Rodogune is 
loved by both the young men, and she herself confesses that she loves one 
of them Cleopatra, on learmng this, reveals her plan She announces to 
her confidante and to her sons that she will bestow the throne on whichever 
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of the latter avenges her on Rodogune Neither will consent to do this, 
Rodogune, informed by Laomce of Cleopatra’s hatred, also chenahes 
thoughts of vengeance, at the instigation of her brother, she resolves to 
give her hand to the prince who avenges on Cleopatra the murdered Nicanor 
and her own imprisonment Both princes are terror-stneken by this fiesh 
complication But Antiochus has the courage to act, on learmng that it is 
he whom Rodogune loves Rodogune, however, cannot maintain her resolve 
when she has confessed her love for Anbochus, and the latter endeavours 
to placate his mother, but in vain Cleopatra appears to yield to his 
entreabes, but after attempbng unsuccessfully to win Seleucus to her side, 
resolves on a more terrible revenge She murders Seleucus and proposes 
to poison Antiochus and Rodogune at their wedding ceremony Before 
they drink the poisoned cup, however, Timagen arrives to announce the 
death of Seleucus, but he cannot say who is the murderer Cleopatra, 
suspected by Antiochus, endeavours to throw suspicion on Rodogune, 
Antiochus completes the marriage ceremony, but when he is about to 
drink from the poisoned cup, Rodogune insists that Cleopatra herSelf 
should taste the wine She does so, and is led away to die, pronouncing a 
final malediction on their union 


Rodogune was followed on this occasion by Armide, ‘em Heroisch- 
Pantormimsches Ballet, mit Auszierungen und Verwandlungen’, 
which was repeated twice 


41 Sobmann der Zuveyte, Oder Die drey Sultaninnen, a comedy in three 
acts by C S Favart Friday, July 3, 1767 [St xxxui, z-xxxvi, 56 ] 
Soliman II, ou les Sultanes, com^die en trois actes en vers (1761) 
According to Schmid [Chronologte, ed at p 162), the translation was 
by Rudolf Erich Raspe and Starke, it was published in 1765^ There 
Wcis another translation in the first volume of a Sammlung einiger 
/ranzosuchen Lusispielefur das deutsche Theater, published by the brothers 
Walz (2 vols Bremen, 1 766-68) A separate reprint of this Die drey 
Sultanninrun, Bremen [N D ] is in the Bnbsh Museum * The choice 

^ A copy of Solimann der ^w^te oder die dr^ Sultaninnm Aus dem Franzosischen 
des Herrn Favart ubcisetzt von St [N P ], 1765, is in the Hamburg Staats- und 
Universitatsbibhothek The second translator may have been Johann Ludwig 
Starke (1723-69), an actor of considerable repute, who is stated to have made a 
number of translations for the stage (cp Gallene von Teutschen Sehauspielem, ed at 
pp 140 f ) The playbill for a performance of this play in Vienna on July 26, 1 778 
(preserved m the Theatersammlung of the Nationalbibhothek, Vienna) states that 
the translaUon was by ‘Herr Starke' 

' There is a slight diHerence m the spelling of Solimann’s name between the 
1 765 translation and the reprmt of the one published at Bremen the form of the 
1765 translation corresponds to that on the playbill and in Lessing’s criticisms. 
But the playbiU (see below, p 85, note i) does not correspond to either translation 
in its spellinga Delia and Roxalane 
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of the play for performance on the occasion of the visit of the King 
of Denmark was again due to the fact that it was one of the show- 
pieces inherited from Ackermann The latter had produced it on 
September 6, 1765, ‘mit opermassige[m] Prunk’ (Schtitze, op cit 
p 326), the ballets were arranged by Schroder On that occasion 
Madame Hensel’s role of Roxolane fell to Karoline Schulze, other- 
wise the cast was the same as now {tbtd , cp also Meyer, op cit 
1, p 14.1) * This was Solimann, Ekhof, Osmin Kisslar Aga, name 
not given, but Ackermann , Elmire, Mad Bock , Delie, Mile Dorothea 
Ackermann, Roxolane, Mad Henscl. On Ekhof as Solimann, Schroder 
commented ‘der Korper schadete dem Spiel’ (Meyer, op cit 11, 2, 
p 1 7) Repetitions of the play took place on August 24, November 1 1, 
1767, in Hanover on January 8, January 19, February 25, in 
Hamburg on July 20, November 18, and in Hanover on December 12, 

I /68 On the playbill was the following statement 

‘Nach Endigung dcs dritten Aufzuges wird bey der Kronung der Roxolane 
in frankischer Sprache gesungen 

Vivir, Vivir Sultana, 

Vivir, Vivir Roxolana 

Und in Turkischcr Verstand der turkischen Worte 

Eyuvallah, Eyuvallah, Ruhm, Ruhm, Gluckseligkeit, 

Salem alekin, Heil und Ehre, 

Sultan Zillulah Unserm erhabencn Kaiser, 

Solimann Padichaim Dem Solimann, dem Spiegel der Gottheit 

Eyuvallah, Eyuvallah Ruhm, Ruhm, Gluckseligkeit “ 

' The playbill for July 3 is missing from Ekhof ’s collection in Gotha, but that 
for the next performance, on August 24, is available there, and has been used for 
the quotations and the cast 

’ In the reprmt published at Bremen, the passage is as follows (p 95) 

Es leb, es lebe die Sultane ’ 

Es leb, es lebe Roxelane ' 

(und die Turken) 

Heil, Ehre, Ruhm, Gluckseligkeit, 

Sey dir Erhabener ' geweyht 
Mit Wonne sey dem Herz erfuUt, 

O Soliman > der Gottheit Bild • 

* Im Onginale werden die vier Ictzten Zeilcn turkisch ausgcdruckt 
Eyuvallah, Eyuvallah 
Salem alekrni, 

Sultan ziluUah, 

Soliman Padichaim, 

Eyuvallah, Eyuvallah 
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42 Merope, a tragedy in five acts by Voltaire. Tuesday, July 7, 
1767 [St XXXVI, 60-L ] Mirope, trag^die en cinq actes en vers (1743) 
A Merope was produced in Frankfurt as early as 1748 (E Mentzel, 
Geschuhte der Sckauspielkunsl in Frankfiirt, Frankfurt, 1882, p 212) ; but 
this may have been Maffei’s, which was early translated — according 
to Gottsched {J^euer Buchersaal der schonen Wissenschaften und fr^en 
Kunste, 1 (1745), p 329) in the ’thirties by ‘Herr Prof Stahelin ’ (cp 
also C Stahlin, Aus den Papieren Jacob von Stahhns, Berhn, 1926, p 26) 
Goedeke (Gmndriss, 111 (2nd ed), p 365) mentions two translations 
of Voltaire’s tragedy, one by a ‘Liebhaber der deutschen Dichtkunst’ 
(in alexandrines), Dresden, 1754 (a copy of which is in the Hamburg 
Staats- und Umversitatsbibliothek) , the other by J F Gnes, an 
advocate m Gltlckstadt, Gluckstadt, 1754 (see K Groschl, op cit 
pp 50 f and Gottsched, Nothiger Vorrath, 11, p 283) The playbill 
corresponds to the Dresden translation in respect of the ‘ Personen 3 es 
Trauerspiels ’ Merope seems to have been first performed in Hamburg 
**1 1755 (Meyer, op cit 11, 2, p 52), and Ackermann’s company also 
played it m Frankfurt in 1757 Cast Merope, Mad Hensel, Egist, 
Bock, Poli[fo]nt,^ Ekhof, Narbas, Borchers, Eunkles, Schmelz; Erop 
[Erox], Hensel, Ismene, Mad Bock There were repetitions on 
August 3, 1767, on January 4 (in Hanover), and August 18, 1768 It 
was followed on this occasion by ‘ ein scneuses Ballet ’ 

Since the murder of Cresfont fifteen years before, no successor has been 
chosen for him in Messene The queen, Merope, his widow, sees in her son 
Egist (whom she had saved from the blood bath by entrusting him to 
Narbas, an old servant, to bring up in Elis) the rightful heir to the throne 
She now learns that Narbas and the youth have disappeared from Ehs, 
but there is sull hope that they may be on the way to Messene The tyrant 
Polifont lays claim to the vacant throne, and demands that Merope shall 
become his wife He has secretly given orders that Narbas and Egist are 
to be slam if they attempt to come to Messene A young man is now brought 
before the queen accused of murder, and he relates how he has slam one of 
his two assailants m self-defence Merope is led to believe that the victim 
of this act IS her son Egist, a proof being that he wears a coat of mail which 
had belonged to Cresfont Polifont presses for the execution of the stranger , 
but Merope desires to take her revenge by slaying him herself Narbas 
arrives at Messene and bewails the loss of Egist and the tyranny of Pohfont 
At the critical moment when Merope raises the dagger to slay the stranger, 
Narbas reveals to her that he is her son The only way she sees to save his 

’ ‘ Polisant ’ on the playbill for this performance , but the name appears correctly 
on the playbills for January 4 and August 18, 176B 
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life IS for her to agree to marry Polifont, but now she learns from Narbas 
that Polifont is the assassin of her husband and chddren Although Egist 
affirms to Polifont that he is the murderer of the heir to the throne, the 
tyrant is resolved to have him executed in any case His suspicions are 
awakened by the sympathy which Merope shows for the young man, he 
orders his immediate execution, whereupon Merope declares him to be 
her son The tyrant then offers her the alternative of marrying him or 
seeing her son die The marriage is arranged with the approval of the 
people Egist is induced to bow to the inevitable and pay his homage to 
the tyrant, but at the marriage ceremony he slays Polifont and is proclaimed 
the rightful king of Messene 

43 Der Triumph der guten Frauen, a comedy in five acts by Johann 
Elias Schlegel Thursday, July 9, 1767 [St lii, i ] This play was 
published in Beytrage zum damschen Theater, Copenhagen, 1748, and 
in Schlegel’s Werke, ed at 11 (1762), pp 323 ff It was produced as 
anoveltybySchonemann in Hamburg on August 3, 1751 (H Devnent, 
op at p 191) Cast Agenor, Bock, Juliane, Mad Hensel , Nicander, 
Ekhof (‘einen Liebhaber, einen Wusthng'*, Schroder commented, 
Meyer, op at 11, 2, p 17), Hilane, Mad Bock, Agathe, Mad 
Schmelz, Catharine, Mad Mccour, Heinnch, Merschy It was 
repeated on October 22, 1767, and on January 26 (in Hanover), on 
November 16, and (in Hanover) on December 7, 1768 ‘ It was 
followed now by the ballet. Die verwandelten Z^tlern 

Hilaria, disguised as a man and passing under the name of Philinte, is 
seeking her husband Nicander, who has deserted her ten years previously 
(soon after their marriage) and is now trying to make love to Juliane, the 
wife of his friend Agenor Philinte enters the field as Nicander’s rival for 
Juliane’s favour Agenor is induced by Nicander to tyrannise over Juliane 
and to deprive her of all society except Nicander’s and his own Hilana, 
meanwhile, resuming her woman’s dress and giving herself out to be 
Philinte’s sister, gams Nicander’s favour, upholding the idea of liberty in 
marriage, and Nicander now endeavours to pacify Agenor and to bring 
him and Juliane together again In the guise of Philinte, Hilana urges 
Juliane to place herself under her protection ; Juliane’s refusal is overheard 
by Agenor (according to a plan made by Hilana and Catharine) Agenor 
is about to draw on the supposed lover of his wife, when Philinte discloses 
her identity, Nicander greets her revelation with delight, and Agenor is 
convinced of his injustice towards Juliane 

* There is also a playbill for June lo, 1 768, but the Hamburgische Address-Comtoir 
Nachnehttn of June 1 1 states that owing to the indisposition of Madame Hensel, 
Sidnn and Der Advokat Paltltn were actually performed on the previous evening See 
above, p 44, note i 
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44 Die Frauen-Schule, a comedy in five acts by Mobire Monday, 
July 13, 1767 [St LHi, 71 ] L’Fcole des femmes, comddie en cmq actes 
cn vers (1662) It is difficult to obtain reliable mformation concerning 
Moliire’s plays in the German repertories of the eighteenth century 
Die Frauen-Schule, or Weiberschule, had long been farmhar , Schonemann 
had produced it, describing it as a novelty, m Hamburg on August 
20, 1753 (H Devnent, op cit p 221) On the present playbill it is 
stated ‘Dieses Stuck wird heute zum erstenmale aufgcfuhrt’, but 
presumably this means under the present management (see also above, 
p 41) A translation {Die Schule des Frauenzimmers') had appeared in 
1752 at Berlin, that used by Schonemann and now was by F J 
Bierling, Des Herm Moheres sammtluhe Lustspiele, nach einer freyen und 
sorglalUgen Ubersetrung, 3 vols Hamburg, 1752 (2nd edition, 4 vols 
1769) The Hamburg Staats- und Universitatsbibliothek possesses 
Ekhof’s copy of his part, with Ekhof’s note that it was taken from 
Bierling’s translation Cast Amolph, Ekhof (‘Cancatur’ Schroder 
comments, Meyer, op at 11, 2, p 20), Heinrich, Schmelz, Agnes, 
Mile Felbnch, Ghnsaldes, Borchers, Horaz, Bock, Orontes, Hensel, 
Glaus, Merschy, Cathanne, Mad Schulz Repetitions took place 
on July 24, December 2, 1767, and February 3 (in Hanover), July 15, 
October 1 7, and (m Hanover) December 30, 1 768 It was followed 
on the present occasion by ‘ein Ballet’ 

45 Die Bruder, oder Die Fruchte der Erziehung, a comedy in five acts 
by K F Romanus Friday, July 17, 1767 [St lxx, ioi-lxxhi, ii, 
and xcvi, 2-c ] This play was first printed in Romanus’s Komodten, 
Dresden and Warsaw, 1761 , then repnnted in Theater der Deutschen, 
VI (1768), pp 283 ff,, and in the Viennese Neue Sammlung von Schau- 
sptelen, iv, 1 763, as Du Bruder, oder du Schule der Voter Michel Baron, 
or Boyron, had written an imitation of Terence, entitled L’£cole des 
Fires, not pubhshed until 1 736, after Baron’s death, but performed in 
1 705 1 Romanus’s play was performed for the first time in Hamburg 
under Ackermann in 1 766 Cast Philidor, Borchers , Lisimon, Witt- 
hoft, Leander, Bock, Lycast, Ekhof, Lucinde, Mile Felbnch, Cida- 
lise. Mad Bock, Nenne, Mad Schulz, Frontin, Hensel Schroder 
says (Meyer, op at 11, 2, p 18, cp also 1, p 183) that Ekhof played 
‘denjUngeren ausgelassenen Bruder, Boek den alteren’ Repetitions 
took place on August ii, October 7, 1767, and in Hanover on 


* Cp B E Young, Michel Baron, Pans, 1905, pp 284, 315. 
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January 5, 1768 It was followed on the present occasion by Saint- 
Foix’ Orahl 

The brothers of Romanus’s comedy are Philidor and Lysunon Philidor 
lives in the town and, being of a gentle and kindly nature, has brought up 
his son Lcander by gentle means, Lysunon, on the other hand, is violent 
and quarrelsome and has employed such severity m bringing up his son 
Lycast that the latter has fallen into extravagant and dissolute ways 
Philidor plans a marriage between Leander and Lucinde, the ward of an 
old friend Orgon Leander, out of kindness to his cousin and with the 
object of keeping him from worse courses, allows him to arrange a party 
m his father’s house At this party Gidabse, Lycast’s mistress, is expected 
but does not at first appear, they hear that she has transferred her favours 
to a baron Lycast, in spite of Leander’s protests, goes to seek her and 
throws the baron out of her house Lucinde meets Cidalise in Leander’s 
house, and is led to believe that Leander is faithless to her and in love with 
Gidalise To shield his cousin from his father’s anger, Leander does not 
contradict the accusation Frontin, Leander’s valet, takes advantage of 
the misunderstanding between Leander and Lucinde, and confirms it to 
Lucinde’s maid , he then assures Lysunon that Lycast is a model of propriety, 
while Leander is really dissolute, the valet leads Lysimon to do various 
things which will discsedit Leander in the eyes of his father, such as paying 
Leander’s alleged debts, the debts being actually those of his own son 
Finally when Lysimon reveals to his brother Leander’s supposed mis- 
demeanours, Philidor, who has investigated the facts of the case, turns 
upon him and convinces him of the bad results of his way of bringing up 
Lycast With some difficulty Lysimon is persuaded to forgive his son, and 
promises to give Philidor’s methods a trial 

46 Das Orakel, a comedy in one act by Saint-Foix July 17, 1767 
[St Lxx, loi and lxxiu, 12] ‘L’Oracle, coni[idie] en un Ac[te] en 
pro[se] par M de Saint-Foix, donnee pour la premiere fois sur le 
Theatre Fran[5ais] le 22 Mars 1740, avec beaucoup de succfes, et 
souvent revue depuis avec plaisir’ (L^ris, 0^ cit p 325) Produced on 
May 17, 1742 in Hamburg by Sophie Schroder, it was played fifteen 
times in that year, the translation being probably published at Ham- 
burg in 1745 (cp Gottsched, Nothiger Vorrath, 1, p 322) There is also 
a version in Des Herm von Saint-Foix Theatralische Werke, 1, Leipzig, 

1 750, which Lessing mentions with commendation in his Theatralische 
Bibliothek {Schnften, vi, p 345) This translation is ascribed to Johann 
Elias Schlegel by Schmid (CAro/io/ogi«, ed cit p 97) ^ but was probably 
by C A Wichmann (cp Petersen, ed cit p 203) Das Orakel appears 
for the first time in Schonemann’s repertory on April 17, 1747, and 

1 Cp also the review in Klotz’s Deutsche Btbliothek, ii (Halle, 1768), p 330 
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is published m his Schaubtlhns, vi, 1752 (cp also H Devnent, op ctt 
p. 1 28) J C Kruger was the author of another version in the manner 
of a ‘Singspiel’, produced on October 28, 1751 (H Devnent, op cit 
p 194, cp W Wittekindt, op ctt p 13), Gellert also wrote an 
operetta Das Orakel, performed m Vienna in 1755,^ and there was an 
adaptation of Saint-Foix’ play by Lowen (1756) Lastly, the Bntish 
Museum possesses an undated translation (according to Gottsched, 
Nothiger Vonath, 1, p 335, there was one belonging to the year 1750), 
‘ wie solches auf der Schuchischen Schaubtihne vorgestellet wird ’ , and 
there is a repnnt in Deutsche Sckausptele, Vienna, 1750 (Goedeke, 
Gntndnss, m (2nd ed ), p 370) The version used now was probably 
Schonemann’s Cast [Die Fee] Souveraine, Mad Lowen , Alcindor, 
Bock, Luemde, Mile Felbnch There was only one repetition, on 
August 27 

ir 

47 Der unvermuthete Ausgang, a comedy in one act by Marivaux 
Tuesday, July 21,^ 1767 [St Lxxm, 16] Le Denouement imprivu, 
com[6die] en un Ac[te] en prose, ‘qui n’eut pas grand succ^s au 
Thd[atre] Fran[9ais] oil elleparut pour la premiere fois le 2 Decembre 
1724’ (L^ns, op cit p 139), On the playbill is stated ‘Dies Stuck 
wird heute zum erstenmal aufgefuhrt’, but this can only refer to the 
present and Ackermann’s management, for it had been a favourite 
‘ Nachspiel ’ under Schonemann since 1 749 (H Devnent, op ctt pp 
168, 352, 353, 355) The translation was by J C Kruger {Sammlung 
etniger Lustspiele aus dem Franzosischen des Herm von Manvaux, 2 vols 
Hanover, 1747-49) Cast Argant, Witthoft, Jungfer Argante, Mad 
Lowen, Dorant, Borchers, Erast, Bock, Peter, Hcnsel, Lisette, Mad 
Mecour, Cnspin, Merschy Schroder notes (Meyer, cit ii, 2, p 20) 
that Ekhof played the role of Argant, but this does not agree with the 
playbill Meyer states {op ctt 1, pp 1 82 f ) that [‘ Madam Lowens] 
Liebhabenn in Marivaux unvermuthetem Ausgange Schrodern 
unvergesslich [blieb]’ Repetitions took place on August 10, 1767, 
March i (in Hanover), and June 15, 1768 

^ Rgp^rtoire des deutsefun Sckaiispieles in MS Stadtbibliothek, Vienna, p 136 

* The programme of July 21 consisted actually of Schlosser's Der 
and Die waste Insel, a one-act comedy translated (by Ekhof) from the French of 
J B Collet de Messine Nanine and Der unvermuthete Ausgang were not performed 
until a week later, July 28, a date on which Lessing sets the repetition of Romanus’s 
Die Bruder That play was actually not repeated until August 1 1 The first error 
may have been no more than an oversight, but the insertion of a performance of 
Die Bruder was made, no doubt, in order to give an opportunity of continuing his 
discussion of that play 
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48. Richard der Dntte, a tragedy in five acts by C F Wcisse 
Wednesday, July 22, 1767 [St Lxxni, 67-LXXxni, 75.] It was 
published in Beytrag zum deutschen Theater, 1, Leipzig, 1 759, and in this 
form was played by Koch and received with great favour in Hamburg 
in 1761 (cp Ekhof’s letter of July 6, 1761, to Weissc, pubhshed by 
J Minor, Brufe aus Weisses Nachlass in Schnorr’s Archtv fur Litteratur- 
geschuhte, ix, 1880, p 475) Ekhof, however, was not satisfied with the 
last act and Weisse remodelled it in 1761 Cp the preface to the 
second edition (Leipzig, 1765) ‘Richard den Dritten hat er [der 
Verfasser] in den leztern Akten ganzhch umgeschmolzen der Vor- 
wurf war gegrundet, dass sich die Haupthandlung im dntten Akte 
schloss, da sie nach der neuern Veranderung bis ans Ende fortlauft ’ 
The new form appeared in the second edition of the Beytrag, 1, 
Leipzig, 1765; also in Theater der Deutschen, 111, 1766, pp 193 ff , it 
is Apnnted by D Jacoby and A Sauer m Deutsche Literaturdenkmale 
des 18 und ig Jahrhunderts,No 1 30, Berlin, 1 904 The revised version 
was produced in Leipzig in 1767, and in Hamburg on the present 
occasion Cast Richard, Ekhof, Eduard, Mad Bock, Herzog von 
York, Mile Ackermann, Richmond, Schmelz, Stanley, Borchers; 
Catesby, Hensel, Komgin Elisabeth, Mad Lowen, Pnnzcssin Elisa- 
beth, Mad Hensel, Tyrel, Bock On the performance Schroder 
commented (Meyer, op cit 11, 2,p 20) ‘ [Ekhof spielte] Richard, gut, 
bis auf die korperliche Kraft’, and the Hamburgische Unterhaltungen 
was eloquent in praise of his rendering of ‘ O hatt’ es nur Em Haupt ' ’ 
(H Uhde, op cit p 169) There were repetitions on August 6, 
October 6, 1767, and (in Hanover) on January 3, 1769 

49 Herzog Michel, a comedy m one act by ] C Kruger Wednes- 
day, July 22, 1767 [St Lxxxm, 76 ] In Kruger’s works this play was 
described as ‘ein Lustspiel von einer Handlung, nach dem ausgerech- 
neten Glucke in den neuen Beytragen zum VergnUgen des Verstandes 
und Witzes, im ersten Stucke des vierten Bandes Zum ersten Male 
den 19 Januar 1750 in Leipzig aufgefuhret’ {J C Krugers poetische 
und theatrabscke Schnften, herausg von J F Lowen, Leipzig, 1763, 
p 447) Das ausgerechnete Gluck was by J Adolf Schlegel and is 
based on Lafontaine’s La laitiire et le pot au lait [Fables, vii, 10) The 
first performance of Kruger’s play in Hamburg took place under 
Schonemann on July 24, 1750 (H Devnent, op cit p 177) and it is 
included in the latter’s Schaubiihne, v, 1751 On its long popularity — 
It was the most popular ‘Nachspiel’ of its time — see Wittekindt, op 
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pp 81 ff , 123 ff It will be remembered that Goethe played in it 
as a student m Leipzig {Dtchtung und Wahrheit, vu, Werke (Weimar ed ) , 
xxvu (1889), pp iiof) Cast Andreas, fiorchers, Hannchen, Mad 
Lowen, Michel, Ekhof Of Ekhof Schroder said (Meyer, op cit u, 2, 
p 14) ‘ Michel, mcht so gut als Ackermann ’ Repietitions were given 
on January 1 (in Hanover) and October 5, 1768, and (in Hanover) 
on January 17 and February 17, 1769 

50 Die Frau, wekhe Recht hat, a comedy in three acts by Voltaire 
Thursday, July 23, 1767 [St lxxxiii, 91 ] Femme qui a raison, 
comedie en trois actes en vers (1758) The comedy was originally 
written in one act, and was played in 1748, the three-act version was 
performed in 1758, and pnnted in 1759 (G Bengesco, Voltaire 
Bibliographie de ses oeuvres. Pans, 1882-90, 1, pp 47 f ) It was produced 
by Ackermann in Hamburg in 1 764, it had been printed at Berlin in 
1762 It is in three acts, the name of the translator is not known 
There is a copy of this edition in the Hamburg Staats- und Uni- 
versitatsbibliothek, and a copy of the second impression (Berlin, 1 764) 
in the Preussische Staatsbibliothek Petersen {ed cit p 254) mentions 
another anonymous translation which appeared in Berlin in 1756, 
this must have been of the one-act version Cast Hart, Ekhof, Frau 
Hart, Mad Bock, Berg, Borchers, Damis, Bock, Ense, Mad Schulz, 
Raspe, Hensel, Marthe, Mad Mccour Repetitions took place on 
October 2, 1 767, and (in Hanover) January 29, 1 768 It was followed 
now by ‘ ein T anz ’ and 1 st er von Familie ^ 

51 Der sehende Blinde, a comedy in one act by Le Grand Friday, 
July 24, 1767^ [St Lxxxm, no] V Aveugle clan-voyant, comidic en 
un acte et en vers (1716) The translator was ‘Hr Secretair Carl 
August Suabe ’ (Gottsched, Nothiger Vorrath, 11, p 279)*, the translation 
(which IS in alexandrines) was published at Dresden in 1752 and at 
Hamburg in 1 756 A copy of each edition is in the Hamburg Staats- 
und Umversitatsbibhothek In Schonemann’s repertory the play 
appears on June 10, 1756 (H Devnent, op cit p 265), but it was 
possibly performed two years earher (Meyer, 11, 2, p 51) There is a 
later version in prose (Dresden, 1777), of which a copy is also in the 
Hamburg Staats- und Umversitatsbibhothek Cast Leonore, Mad 

1 For the actual programme of July 24 Lessmg substitutes that of July 31 See 
above, p 54, note i 

* The Hambmgischt Address-Comtoir XachnehUn of August 3, however, states that 
It was ‘ubeiaetzt von Herm Kruger’ 
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Mccour, Lconore, ihre Xante, Mad Merschy, Damon, Borchers; 
Leander, Bock, Doctor Saft, Merschy; Lisette, Mile Ackermann; 
Caspar, Witthoft, Notanus, Hensd It was repeated on January 28 
(in Hanover), August 19, October 12, 1768, and (in Hanover) on 
January 20, 1 769 (on the last three occasions with the title Der hellsehende 
Bltnde) It was preceded on the present occasion by Sidnei 

52 Der Hausvater, a comedy in five acts by Diderot Monday, 
July 27, 1767 [St LKXxiv-xcr ] Le Fire de famtlle, com^die en cinq 
actes en prose (1758, first played 1761) This play was translated by 
Lessing {Das Theater des Herrn Diderot, Berhn, 1760, 11, pp iff) 
According to Meyer {op at u, 2, p 53) it was first played in Hamburg 
in 1759, if so, presumably in another translation than Lessing’s. A 
version also appeared in 1761 at Numberg Der Hausvater, Em Lust- 
spifl, in funf Aufzugen, und in ungebundener Rede Aus dem 
Franzosischen ubersetzet Numberg, 1761 A copy of this version 
IS in the Hamburg Staats- und Umversitatsbibliothek (The Preface 
to this translation mentions a criticism in the Gottinger gelehrte Mach- 
richten, St 18 and 8g (1759), and the anonymous translator alleges 
that he received encouragement from Herr Ludewig Jakob Heyde 
in Numberg ) Assezat {(Euvres Completes de Diderot, Pans, 1875-7, 
vii, p 1 78) also mentions a later translation by Anton von Riegger, 
Vienna, 1777 ^ Cast D’Orbesson, Ekhof, D’Aulnoi, Witthoft, Saint 
Albin, Bock; Caeciha, Mad Lowen, Sophia, Mile Felbnch, Ger- 
meuil, Borchers, Le Bon, Schmelz, Clairet, Mile Ackermann , Hebert, 
Mad Schmelz, La Brie, Hensel, Philipp, Merschy, Frau Papillon, 
Mad Merschy Ekhof now played the role — formerly Ackermann’ s — 
of D’Orbesson Schroder (who himself played D’Orbesson for the 
first time in 1779) commented on Ekhof’s performance (Meyer, op 
at 11, 2, p 20) ‘Vollkommen Ich hatte mich nicht rmt ihm messen 
mogen’ while the HamAurgucAe vu, 1 (Jan 1769), p 89, 

said that ‘Herr Eckhof spielte den Hausvater nut einer Emsicht und 
mit emem Gefuhl, das Kenner und Nichtkenner bewundern’ Re- 
petitions took place on July 30, October 19, November 13, 1767, in 
Hanover on February ii, February 18, and May 5, in Hamburg on 
June 2, August 9, August 24, October z6, 1768, and m Hanover on 
January 27, 1769 

1 This translation, however, is mentioned in a letter from J G von Laudes to 
A von Riegger printed at the end of the latter’s adaptation Pamela als Mutter 
(Wien, 1771, pp [84-5]) TheletterisdatedMay6, 1 764 and refers to von Riegger’s 
translation of Der Hausvater ‘schon vor eimgen Jahren’ (p [84]) 



CHAPTER III 


LESSING’S EARLIER DRAMATURGIC JOURNALS 

In view of Lessing’s future activity as a critic, theorist and reformer 
of the drama, critics have liked to undcrhne his fondness for Terence 
and Plautus in his St Afra schooldays and his active interest in the 
theatre of Caroline Neuber during his student years in Leipzig It 
IS questionable, however, whether these were more than generally 
symptomatic of a young man of genius, whose bent was towards 
plastic artistic expression m contrast to the abstractions of learmng 
and scholarship Lessing was, indeed, already trying his hand at 
writing plays, aspiring in his heart to be a ‘ German Moli^re ’ 

THE ‘BEYTRAGE ZUR HISTORIE UND 
AUFNAHME DES THEATERS’ 

To find a starting-point for the author of the Hamburgische Dramaturgic 
It IS hardly necessary to go back beyond his Beylrage zur Histone und 
Aufnahme des Theaters, the preface of which is dated October 1749 
His journalistic activity had, however, begun about a year earlier in 
the Berlinische pnvilegnte ^eitung, when he was nineteen Accepting 
the articles which Muncker prints in his edition of Lessing^ as his 
contnbutions to that newspaper, it is interesting to see to what extent 
they are devoted to drama and the theatre, and thus foreshadow the 
journal which Lessing and his friend Christlob Mylius launched in 

1750 

In these reviews we find Lessing interesting himself in pantomime 
he discusses Samuel Geissler’s Abhandlung von den Pantomimen ( 1 749) , he 
recalls the performances of Nicohm’s company of juvenile actors, who 
in the summer of 1 748 in Leipzig had ‘ die Bewunderung vieler tausend 
Zuschauer auf sich gezogen, daselbst mehr als emen Freund des 
Theaters angereizet, etwas von den Pantomimen der Alten aufzusetzen 
und hcrauszugeben ’, and in his cnticism of Geissler’s book he shows 
that he had been actively inquiring into the nature of pantomime * 
There is a notice of the latest French tragedy, Crebdlon’s Catilina, 
which IS commended for contaimng ‘keinen tragischen Helden nach 
der gewohnlichen Mechamk des Theaters ’,“ and of a volume of the 
* Sehnftm, iv, pp 5 IF * Ibid pp 13 f ^ 74,,/ pp g- 



Lessing's Earlier Dramaturgic Journals 95 

Deutsche Schaubuhne zm Wienn, published m 1749,^ while the extracts 
given from the French journal La Bigarure — the ‘recht angenehmes 
Blatt’ which was also drawn upon m the Beytrage — deal with Cr^billon 
and Voltaire * Perhaps the most interesting thing about these early 
reviews is to see how the young writer who had made his debut under 
the aegis of Gottsched, was gradually — with the encouragement, no 
doubt, of the attacks on the latter made by Bodmer and Georg 
Fnednch Meier — sharpening his weapons against his master 

In the Beytrage,^ however, Lessing plainly indicates that his object 
is to prepare the way for Gottsched’s promised ‘ Histone des Theaters ’ , 
he desired to supplement the materials which Gottsched had been 
accumulating in his Deutsche Schaubuhne * That critic’s periodicals, the 
Beytrage zur critischen Histone der deutschen Sprache, Poeste und Beredsamkeit 
(1732-44), and more particularly its successor, Meuer Buchersaal der 
schdnen Wissenschaften und f reyen Kunste (1745-50)^ — both in large 
measure modelled on the Journal des Sfavans — defined more or less 
the form of Lessing’s journal It is true, Lessing reproached his 

* Ibxd pp 37 f Muncker considers Lessing’s authorship to be doubtful 

* Ibid pp 39 f , 42 f Cp Th. W Danzel and G E Guhrauer, C E Lessing 
Sein Leben und seine Werke, 2nd ed Berlin, 18B0-81, i, pp 509, 513 f, Muncker 
regards Lessing’s authorslup of the reviews as doubtful 

' See my ‘Notes on Lessing’s Beitrage zur Histone und Aufnahme des Theaters ’ in 
the Modem Language Review, viii, 1913, pp 511 If and ix, 1914, pp 213 ff The 
present section is a revised summary of the results there arrived at The title of 
Lessing’s journal was perhaps suggested by Bodmer’s anti-Gottschedian Cnlisehe 
Betrachtungen und freye Untersuchungen zum Aufnehmen und zur Verbesserung der deutschen 
Schau-Buhne, Bern, 1743 (Goedeke, Grundnss, iv (1) (3rd ed ), p ii) 

* Schriften, iv, pp 54 ff In the preface to the last (sixth) volume of the Schaubuhne 
(■745) Gottsched had said ’Kunftig erwarte der geneigte Leser von nur erne 
Histone der Schaubuhne uberhaupt, und unsrer deutschen insbesondre Mem 
Vorrath deutscher Schauspiele von alien Gattungen, 1st nun schon uber anderthalb- 
tausend Stucke angewachsen und ich wurde auch hier eine ziemliche Nachlese 
zu dem Verzeichmsse derselben mittheilen konnen, wenn es der Raum der Bogen 
zuliesse Sie sollen aber kunftig in ihrer Stelle erschemen nur ersuche ich die 
Liebhaber und Besitzer theatralischer Stucke hiermit nochmals, mir mit denjemgen 
Nachnehten an die Hand zu gehen, die mir etwa noch fehlen mochten ’ Cp also 
Neuer Buchersaal, 1 (111), Sept 1745, p 287 

“ The date 1754, given by Goedeke {Grundnss, 111 (2nd ed ), p 359) and others, 
would appear to be an error for 1750 Tlie note “Ende des ganzen Werks” appears 
at the end of the third ‘Register’ of vol x (1750) Moreover, the books of Messrs 
Breitkopfund Hartel do not show any payments to Gottsched for the^ruCT-BBcArrraa/ 
after 1750, while payments for the new periodical. Das Meueste aus der anmuthigen 
Gelehrsamkeit, begin in 1751 This information was obtamed through the kindness 
of Dr W Schmieder, of Leipzig, who examined the ledgers of the firm. 
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prcdecesaors for having reduced the German theatre to monotony 
by dravnng their materials too exclusively &om France, and lie 
complained that the existing ‘ Monatsschnften ’ were inchned to 
neglect the drama ^ This was certainly noticeable m the case of the 
jVeaer Buchersaal, which had at first devoted much space to the drama, 
but ultimately ignored it almost entirely 

A comparison of the ‘Vorrede’ of Gottschcd’s second journal with 
that of Lessing’s corroborates what I have said of the relations be- 
tween them Gottsched opens with an apology for adding one more 
to the many existing ‘deutschen Monatschnften but justifies himself 
on the ground of the increase of specialisation ‘ Die schonen Wissen- 
schaften und freyen Kunste sind bisher noch mit keinem besondetn 
T agebuche versehen gewesen , und diesem augenscheinlichen Mangel , 
bm ich widens hierdurch emigermassen abzuhelfen ’ [Neuer Buchersaal, 
1, p 7) Lessing feels a similar need of justifying his periodical, and 
he specifies his field as ‘ nur den dramatischen Theil ’ Neither journal 
proposes to restnct itself to Germany ‘Nicht nur deutsche’, says 
Gottsched, ‘sondern auch englische, franzosische und itahenische 
Sachen werden hier ihren Platz finden’ (1, p 8), and Lessing desires 
that his Beytrage shall be a contribution to the umversal history of the 
theatre, he will not only deal with the ancient drama, but with 
French, Italian, English, Spanish and Dutch drama, besides, of course, 
that in his own tongue Here he had clearly in view that first ‘ com- 
parative’ history of the theatre, Luigi Riccoboni’s Reflexions histonques 
et critiques sur les differens Theatres de F Europe, Pans, 1 738 At the same 
time, Greek and Latin drama was to have the chief share of attention , 
and the plan which Lessing lays- down in this respect may have been 
suggested by Brumoy’s Theatre des Grecs (Pans, 1 730) ^ Of the modern 
drama he goes on to say ‘ Wir werden besonders unser Augenmerk 
auf das englische und spamsche Theater richten At this time he 
had no particular knowledge of, or even interest m, either of these 
literatures , he knew, indeed, little more than was to be gleaned from 
Voltcure’s Lettres Philosophiques, where the English theatre is compared 
with that of Spam * From Voltaire he obviously drew his hst of 

^ Schnften, iv, p 50 

^ Cp Danzel and Guhrauer, cit 1, p 179, J ^ontj Lessing et l*AnHquttJt 
1894-9, 1. PP 63 f 
Schnfient iv, p 52 

* ‘Die Englander hatten, sowohl wie die Spanier, schon ihre Schaubuhne, als 
die Franzoscn noch auf Brettem spielten Shakespear, der der Englander Corneille 
war, bluhtc mit dem Lopez de Vega beynahe zu einer Zeit ’ Des Herm von Voltaire 
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English dramatists, oimttmg only Addison,^ and his knowledge of 
Spanish drama was even hazier With regard to Italian and Dutch 
drama he makes a particular reservation ‘Von den Itahanem und 
Hollandem aber werden wir nur das, was sie regelmassiges und 
eigenthumhches haben, aufsuchen’ [Eeytrage, Vorrede) And the 
general conclusion to which this translating, criticising and com- 
paring lead IS one towards which Johann Elias Schlegel had been 
moving when he compared Gryphius with Shakespeare, and which 
Lessing himself was ultimately so bnlhantly to estabhsh ‘Das 1st 
gewiss, wollte der Deutsche in der dramatischen Poesie seinem eignen 
Naturelle folgen, so wurde unsre Schaubuhne mehr der englischen 
als franzosischen gleichen’ {Beytrage, Vorrede) 

Lessing’s partner in the editorship of the Beytrage, although his 
name is not mentioned, was his friend Chnstlob Mylius, but there 
IS still uncertainty concermng the authorship of a number of items 
in the journal In 1 754, when Lessing replaced the Beytrage by the 
Theatralische Bibhothek, he wrote 

Von mir nehmlich schrieb sich mcht nur der gantze Planjener penod- 
ischen Schnft her, so wie er in der Vorrede entworfen wird, sondern auch 
der grosste Theil der darmn enthaltenen Aufsatze 1st aus meiner Feder 
geflossen 

Of the contents, the Ahhandlung on Plautus and the translation of Die 
Gefangrun are by Lessing This has never been questioned The editorial 
notes to the Cntik uber die Gefangnen des Plautus and the cntiusm of 
that Cntik m the third and fourth parts are obviously by the translator 
of the Gefangnen, and in a letter to his father Lessing claimed the 
authorship of the review of Gregorius’s translation of Werenfels ® 
On the other hand, we have to attribute to Myhus the translation 
of Machiavelh’s Clitia and the Untersuchung, ob man in Lustspielen die 
Charaktere ubertreiben solle , and the opemng article, Versuch eines Beweises, 
doss die Schauspulkunst eine freye Kunst sey was also doubdess by him ^ 
Gedanken uber die Trauer- und Luslspiete der Englander, translated from Voltaire’s 
Lettres sur Us Anglots in the Beytrage Histone und Aufnahme des YheaterSy Stuttgart, 

1750. 1, p 96 

^ Lessing mentions Shakespeare, Drydcn, Wycherley, Vanbrugh, Gibber and 
Congreve {Beytrage^ Vorrede) Cp Voltaire’s Lettres sur Us Anglots, Nos xviii and 
XIX (where the same authors, together with Otway and Addison, are discussed) 

■ Schn/ten, vi, p 3 ® November 2, 1750 {Sckriften, xvn, p 23) 

* Cp preface to the Theatralische Bibhothek and note to the first article m that 
journal {Schnflen, vi, pp 3, 47), also preface to Mylius’s Vermischte Sehriften by 
Leasing (ibid p 405). Jordens, Lexikon deutscher Duhter und Prosaisten, 111 (Leipzig, 
1608), p 774, claims for Myhus 'untcr andem’ the three items mentioned. 
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This IS the most that can be said with complete certainty. ITie 
present opinion with regcird to Lessing’s share in the periodical de- 
pends on a categorical statement by his brother Karl Lessmg in the 
preface to Part xxn of tlie first collected edition of Lessing’s works 
(Berhn, 1794, p m). 

Das meiste dann sind Obersetzungen, Theils aus dem Franzdsischen, 
Theils aus dem Italiamschen Diese konnten aber, und wenn es auch 
wirldich ausgemacht ware, dass sie von Lessing herruhrten, kemen Platz 
in der gegenwartigen Sammlung linden Von eignen Au&ktzen hat Lessing 
in den Beytragen etc gewiss welter mchts, als was hier daraus abgedruckt 
worden 1st, obgleich in den so genannten Analekten etc auch noch die 
Abhandlung Versuch eines Beweises, dass die Schauspielkunst eine freye 
Kunst sey, ihm zugeschrieben wird 

And the works which Karl Lessing reprints are Das Leben des Plautus, 
Die Gefangnen, Cnttk uber die Gefangneti, and Werenfels’ Rede This canon 
has been accepted by subsequent editors, but the second Lachmann 
edition added the ‘ Vorrede’,i and the Hempel edition the translation 
of Fran90is Riccoboni’s Art du Thidtre, an ascription which Muncker 
has also accepted * 

Lessing’s most substantial contribution to his first periodical is thus 
concerned with Plautus He had, as we have seen, a predilection for 
Roman comedy in his school days,^ and his continued interest is to 
be seen not merely in his contributions to the Beytrage, but also in his 
adaptation from Plautus, Der Schatz (1750) Further, the sketch of a 
drama preserved in his 'Nachlass’ — Weiber sind Weiber — is built on 
motives from Stichus it borrows the name ‘ Labrax ’ from the Rudens, 
and, like Die alte Jungfer, it is provided with a motto from Plautus 
Another play, Justin, was planned as a version of Pseudolus, a drama 
which probably also influenced in part Der junge Gelehrte * 

Das Leben des Plautus is not a very original compilation, although it 
shows extensive reading Lessing discusses the Latin poet m much 
the same way as he had been discussed in J A Ydbncai&'s Bibliotheca 
Latina (Hamburg, 1697), or in G E Muller’s Histonsch-cntische Ein- 
leitung zu nothiger Kenntniss und nutzhehem Gebrauche der alien latemischen 
Schn/tsteller (Dresden, 1 747 ff ) That is to say, an account of the poet’s 
life IS followed by brief notes on the individual plays, and a list of 

1 On the advocacy of Danzel, cp Danzel and Guhrauer, op at i, pp 177 f 

’ Schnftm, iv, pp viu, 180 “ Cp Schnflen, v, p a68 

* Cp Danzel and Guhrauer, op at 1, p 143, E Schmidt, Lessmg, 4th cd 
(Berlm, 1923), 1, p 137 
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editions of Plautus The sources of Lessing’s information are the 
editions of Plautus of F Taubmann (Wittenberg, 1605), of J Gruter 
(Wittenberg, 1621) and of J Operanus, ‘in usum Delphini’ (Pans, 
1679). His main indebtedness is, however, to the ‘Dissertation prd- 
hmmaire sur la vie et les oeuvres de Plaute’ which is prefixed to 
H P de Limiers’ Les OEuvres de Plaute en Latin et en Frangots, 10 vols 
Amsterdam, 1719 After giving a list of editions of Plautus, Lessing 
passes on to discuss the modem translations of this ‘Vater aller 
Comodienschraber ’, notably Madame Dacier’s (included in Limiers’ 
collection) , that of Gueudeville (also 1719, Leyden) , and Coste’s trans- 
lation of Les Captifs (Amsterdam, 1716) 

The Abhandlung is followed by a translation of the Captivi which 
apparently belongs to an earlier date Judged by modern standards. 
It has no great merit, it is often awkward and crude, and inaccuracies 
arelfrequent It is, however, more literal than the French translation 
by Goste, and is not disfigured by those perversions of the original in 
the interests of polite French taste of which Coste is guilty, and it is 
much more hteral than Gueudeville’s Lessing’s notes on the text, 
for the most part suggested by those to Coste’s translation and by 
Taubmann’s commentary, are meagre, but he apologises for them 
and promises a more detailed discussion in ‘ einer besondren Abhand- 
lung’ Some of this, no doubt, passed into the reply to the Cntik 
It has hitherto been accepted, as we have seen, that the Cntik uber 
die Gefangnen dei Plautus is not what it professes to be, the contribution 
of an outsider, but that it was written by Lessing himself Lessing, 

It IS urged, adopted a device familiar in the journalism of the time 
from the Spectator onwards, in order to give variety to the contents of 
his journal, instead of publishing the promised criticism of Plautus’s 
comedy, he introduced an clement of piquancy by throwing his ideas 
into a form of criticism ostensibly hostile to himself But a careful 
scrutiny of the Cntik shows that it could not be from Lessing’s pen 
Even external characteristics of language and style point against 
Lessing’s authorship Danzel, who recognised the difference of style,* 
admired the skill with which Lessing converted himself for the occasion 
into a good Gottschedian , although, as a matter of fact, the Lessing 
of the Beytrage was more orthodox in this respect than his co-editor 
Mylius Danzel quotes a single phrase that reminds him of Gottsched , 
but there are many expressions and stylistic turns that are foreign to 
Lessing at this time Further, the whole criticism is put together so 
* Cp Danzel and Guhraucr, op cit i, p, i8i 
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clumsily and with so little of that logical method which was character- 
istic of Lessing, even in his beginmngs, that this alone speaks against 
his authorship ^ The same wnter could not have wntten both the 
Cnttk and the reply to it Apparently Kar^ Lessmg, seeing that his 
brother had promised a ‘besondre Abhandlung’, hastdy assumed that 
the Cntik was the fulfilment of that promise 

The author of the Cntik — and I am unable to offer any conjecture 
as to his identity — makes no pretence to classical scholarship, and 
does not venture to cntiuse Lessing on this ground, but he had a wide 
knowledge of French hterature on the theatre — wider, no doubt, than 
Lessing as yet possessed — and his mode of attack is to confront Lessmg 
with arguments mainly drawn from French sources He assumes that 
Lessing only knew Goste’s translation by repute, being clearly unaware 
that the second edition (which he regrets Goste has never published) 
had actually appeared in Limiers’ work * The critic was evidently 
not acquainted with the latter 

The reply which Lessing makes to the Cnttk? is distinctly the best 
piece of critical wnting in the volume, here Lessing begins already 
to emerge as a master of his craft He sums up his opponent’s attack 
on Plautus as being concerned with three things ‘ Kunst, Witz und 
Moral ’ , and he considers each of these m turn Beginmng with the 
leist, he takes his stand on the opimon maintained by Brumoy,* that 
an author’s morality must be judged by the standard of his own time 
and contemporanes T urmng to the second point, Lessing states that 
he shares the abhorrence of the classical critics for the ‘ Wortspiel ’ — 
condemned by Boileau, for instance, and by Gottsched in his Cntiscke 
Dtchtkunst — and he exonerates Plautus, as Gottsched had exonerated 
Virgil for a pun in his Eclogues ‘Allein der Poet kann leicht damit 
entschuldiget werden, dass er sein Rathsel in den Mund ernes ein- 
ialtigen Schafers leget, der auf dem Dorfe leicht etwas fUr schon halten 

^ Iti s perhaps worth noting that C. H Schmid m hiB hfe of Plautus in Biographie 
der Dichter, i (Leipzig, 1 769), pp 22O f , has no suspiaon that the Cntik might be by 
Lessmg, he says the volume of the B^trdge contains a critiasm, 'die sehr*' viele 
Klcuugkeiten tadclt, das bcleidigte Costume, und die verachwiegne Ursache von 
Stalagmm Ankunft ausgenommen, und erne Widerlegung dieser Kritik, die desto 
leichter hel, je seichter die Kritik selbst war* 

* (selbst die schleumge Zuruckkunft dca Phiiokrates rechne ich dahm) 

* Schnften, iv, pp 138 f , Beytragiy ed at ID, pp. 379 f 

® Schnfteriy iv, pp 171 ff , 180 ff , B^tragfy m, pp 429 ff, 573 ff 

* Discouts sur la Comddie grecque in Brumoy, Thddtre des Grtes, Pans, 1730, 111, 

pp lOCXVl ff 
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konnte, was doch Virgil selbst fllr was schlechtes hielte ’ ^ Lessing 
takes the opportunity of making an appieal for realism in the theatre, 
which was coming into favour with the importation of Enghsh tragedies 
of common life, and he appears still more as an advocate of this type 
of drama when he claims it as a ment {Schnften, iv, p 19 1) that the 
‘empfindliche Seele’ will say with Hegio ‘Was fur grossmuthige 
Seelen 1 Sie pressen mir Thranen aus ’ 

Lessing deals also with the arguments concerning the ‘mecham- 
sche Einnchtung’ [ibid pp 185 ff) — arguments which had been so 
damaging to his claim for the superlative excellence of the Captivi 
He calls in Houdart de la Motte’s ‘unite de I’lnteret’,® to meet the 
criticism that Plautus had unnecessarily complicated the action by 
making Tyndarus a son of Hegio, and to mitigate the offence against 
the unity of time, he falls back on Coste’s own defence® that the two 
places m Aetolia and Ehs might be thought of as lying not far from 
the boundary between the two provinces Further, he maintains that 
a certain latitude must be allowed to a poet in the matter of the time- 
unity, especially when he is skilful enough to arrange his plot so that 
the audience do not easily perceive it * From all of this it may be 
inferred that Lessing had not yet progressed beyond the classical 
attitude to the unity of time and that he was in agreement with 
Corneille After defending the use of asides on the ground of the 
spaciousness of the Roman stage — an argument set forth and dealt 
with by Menardi^re® — Lessing concludes by once more asserting ‘dass 
dieses Stuck das schonste sey, welches jemals auf das Theater gekom- 
men 1st’, on the ground that it conforms most closely to the purpose 
of comedy [ibid p igi) As a subsidiary virtue he claims one which 
Voltaire — and also Luigi Riccobom and Calepio — had extolled in 
tragedy, namely, that Plautus ‘die gereinigte Moral, welche durch 
das ganze Stuck herrscht, mcht durch den allzuzartlichen Affect der 
Liebe geschwacht hat’ [ibid p 192) 

The translations from the French and Italian in the Beytrage may be 

^ Cnttsche Dtehtkwistj i, chap vii, ed of 1737, p 238 

® Prermer Dtscours sur la Tragidu (see Houdart de la Mottc, OeuvreSy Pans^ * 754 i 

IV, p 37) 

^ In Limiers’ edition, vol 11 (Amsterdam, 1719), p 204 (Dissertation sur la 
Dur6e de I’action des Captifs) 

* Cp D’Aubignac, La Pratique du TTiddtre, Amsterdam, 1715, 11, chap vii, 1, 
pp I'Sf 

^ La Poetique de Jules de la Mesnardtere (Pilet de la Meanardiere), Pans, 1640, 
chap IX, pp 269 ff 
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summarily disposed of That of two of Voltaire’s Lettres philosophiques 
IS almost certainly by Mylius ^ That of Corneille’s Trots Dtscours 
(which had also been previously translated into German*) I have, in 
an article already cited,® claimed for Lessing — or if not the entire 
translation, at least some share in it For there is a noticeable im- 
provement in quality between the translation of the first Dtscours and 
that of the other two , and this difference is further emphasised by the 
fact that the first was evidently translated from the 1 663 [ 1 664] Paris 
edition of the Thidtre de Corneille (or a Dutch reprint of this). The 
translator reproduces here the phrase of the earher editions (1660 
and 1663) ‘Je hasarderai quelque chose sur trente ans de travail 
pour la sc^ne’, whereas a later edition (1668) has ‘quarante’, and 
the final editions have ‘cinquante’ ^ For the last Dtscours, as will be 
seen from a comparison of the textual vanants, a later edition was 
used ® If Lessing is not responsible for the whole translation, may not 
Mylius and he have shared it^ Perhaps the best argument in favour 
of Lessing’s authorship is the fact that, seventeen years later, when he 
had occasion to discuss Corneille in the Hamburgtsche Dramaturgie, he 
turned to this old translation and quoted it often quite literally, or at 
most with very little alteration or improvement ® 

Boxbergcr’s plea for Lessing’s authorship of the translation of 

' It was not the first translation Cp the criticism of Lessing’s periodical in the 
Berlinische Bibhothek, iv, i, 1750, p 138 ‘Man hat zwar schon eine tJbersetzung 
dieser Gedanken in der Samlung verschiedmer Bnefe des H von Voltair, die Engellander 
imd andere Saclun betrejfend Aus dem franzosischen ubersetzt und mit einigen 
Anmerkungen beglcitet von N** Jena, 1747 8 S 273-300 AUeinjene hat den 
Vorzug vor dieser und 1st mit einer Critick begleitet ’ 

■ Herm P Corneilles Gedancken von den Schaaspielen, Hamburg, without date 
The translator was Friedrich Georg Behrmann, a native of Hamburg, and author 
of Timoleon and Die Horatier, which were performed in Hamburg by Caroline 
Neuber’s company (See F Heitmuller, Hamburgische Dramatiker zur Zeit Gottseheds, 
ed cit p 34, and Schutze, Hamburgische Theatergeschichte, ed cil pp 221 ff, 225 ff ) 

’ Modem Language Review, ix, pp 214 ff 

‘ See (Euvres de Corneille, ed Marty-Laveaux (in R^gmer, Les Grands Ecnoams de 
la France), Pans, 1862, 1, p 16 (But cp also Hamburgische Dramaturgie, uexv, 101 
‘funfzig Jahre’, see below, p 364, note 1 ) Other variants exclude the edition of 
1660 Beytrage, p 59 ‘befurchten’, translating ‘craindre’ (1660 ‘ prendre garde ’ 
(Euvres, ed cit i,p 18), Beytrage, p 64 ‘ersetzen’, translating ‘supplier’ (1660 
‘r^parer’, (Euvres, 1, p 23) 

‘ Cp Beylrdge.p 551 ‘Ammon’ (in the earher eds of Corneille, mcluding that 
of 1668, ‘Timante’, (Euvres, ed cit 1, p 103) Cp visa B^trage, p 556 and fEuwar, 
1, p 107 

' Cp particularly the Corneille quotations in St uotv, uacxn and Lxxxni of 
the Dramaturgie with the Beytrage, pp 221 f, 215, 74 See also below, p 377 
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Fran90is Riccoboni’s L'Art du Thidtre, Pans, 1750,* is convincing 
The version is quite on a level with that of the last Discours of Corneille 
Lessing wrote to his father on November 2, 1 750 [Schnften, xvii, p 20) • 

Ich habe das ganze vicrte Stuck der theatr Beytrage besorgen mussen, 
was eigendich schon diese Messe htltte sollen fertig werden, und diese 
Arbeit hat mich bis an vergangnen Sonnabend nicht ubcr eine Stundc Herr 
seyn lassen 

The translation of Machiavelli’s Clttia in St in is by Mylius In the 
‘ Vorbencht des Cbersetzers ’ he apologised for offering this translation 
{Beytrage, ed cii in, p 298) 

Fragt man mich, warum ich nicht heber ein gutes, als ein mittelmkssiges 
Stuck, gewahlct habc^ so bitte ich, mir erst cm gutes Stuck von dem 
italiemschen Theater zu nennen Ich weis die Antwort hierauf, ohne sie 
zu .horen Man wird sagen so hatte ich ja das Obersetzen aus dem 
italiemschen Theater gar konnen bleiben lassen 

Mylius was here merely expressing an opinion that was generally 
held by the French cntics — an echo, no doubt, of the anti-Itahan 
trend in the ‘Querelle des anciens et des modernes’ D’Aubignac, 
for instance, had said 

II ne fdut pas dire non plus que la Com^die des I (aliens ait pris la place 
de celles de Plaute et de Terence, car ils n’en ont gard^ ni la matiere ni 
la forme Et je m’itonne comment il est arnv6 que les enfans des Latins 
soient si peu s^avans en I’Art de leurs Peres ® 

Lessing, however, was indignant at this depreciation of the Italians, 
with the result that their partnership was dissolved But at this time 
he knew little more about Italian comedy than Mylius, and had been 
moved to anger by the fact that Luigi Riccoboni wrote his Histoire 
du Thidtre lialien (Pans, 1728-31) to refute just such opimons In that 
work Riccoboni says {ed cit 1, pp 149 f ) 

La Cliiia est prise de la Casina de Plaute, mais la Mandragola est toute 
de I’mvention de I’Auteur e’est une des bonnes Comedies que nous aions, 
mais je ne voudrois pas dire qu’elle fut la meilleure Parmi un nomhre de 

1 See the Hempel edition of Leasing’s Werke, xi (i), pp xv f 

‘ Pratique du Thidtre, ii, chap x, ed cit i, p 132, or, for that matter, Mylius 
may be only re-echoing Gottsched’s views, Critische Dichtkumt, 11, chap xi, ed of 
1737, p 695 ‘Und in der That hat man aus der Erfahrung gesehen, dass das 
italiemsche Theater seit etlichen Jahrhunderten gar nichts kluges hervorgebracht 
hat Hire beste Comodien enthalten mchts, als Romanstreiche, Betrugercyen der 
Diener, und unendlich viel abgeschmackte Narrenpossen ’ 
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trAs-bonnes Comedies qui sont dans mon Catalogue, il y en a plusieurs 
qui pouiTOient lui disputer cct avantage et ni£ine remporter Un Auteur 
Francois s’est hazard^ de dire dans un Livre impnmd depuis quelqucs 
ann^es, que les Itahens n’ont d’autre Comedies que la Mandragola il seroit 
k souhaiter qu’il eiit lu les bonnes Pitees de ce Catalogue, il n’auroit pas 
dit que la Mandragola est la seule Piice m mfime la meilleure Pifece que 
nous aions 

Danzel hazarded the opinion that the reports on the theatre in 
Pans might have been sent in by Melchior Gnmm, with whom Mylius 
had come into personal contact in Leipzig ^ Footnotes to the first 
two articles explain that they are ‘mcht von uns’ — that is to say, not 
by Lessing or Myhus * As a matter of fact, they are merely transla- 
tions from a new journal published by Pierre Gosse at the Hague, 
entitled La Bigarure, ou Meslange curieux, instructif et amusant de Nouoelles, 
de Critique, de Morale, de Pohies, et au&es matiires de Littirature, d’Evine- 
ments singubers et extraordinaires, d’Avantures galantes, d’Histoires secrettes, 
et de plusieuTs autres Nouveautes amuiantes, avec des Riflextons Critiques sur 
chaque Sujet, La Haye, 1749 The extracts in the Beytrage are from 
‘ Lettres d’une Dame de Pans, k une Dame dc ses Amies ’, that in the 
first number being from La 5 igarar«, 1, pp 8-16 and 111, pp 26 f and 
29 ff The corresponding article in the second part comes mainly 
from Nos vi and ix of the French journal ® The fact that Lessing was 
familiar with the Bigarure gives some ground for infernng that these 
articles were translated by him In a review of Gottsched’s new 
journal, Das Neueste aus der anmuthigen Gelehrsamkeit,* in the Critische 
Nachnehten aus dem Reiche der Gelehrsamkeit, Lessing — and I think there 
is no reason to doubt his authorship of this review — mentions the 
French journal, and as we have seen, two reviews of the Bigarure in 
the Berlinische pnvilegirte ^eiiung in 1749 may have also been written 
by him ® The second of these, containing the story of the quarrel 

' Danzel and Guhrauer, op cil 1, p 177, note i 

■ ‘ Wir haben diese Nachnehten von guter Hand Die dannne gefallten Urtheile 
kommen mcht von uns, sondem selbst aus Pans' {Beytrage, i,p i lo) , ‘ Wir ennnem 
nochmals, dass die unter diescr Aufschrift befindhehen Urtheile mcht von uns 
herruhren, sondem aus Pans kommen’ (ibid n, p 287) 

* The critic of the Berlinische Bibliothek remarked ironically (iv, 1, p 138) 
"Theatralische Neuigkeiten aus Pans, von welchen die H Verf versichem, dass 
sie solche von guter Hand haben, vielleicht haben sie solche hemach auch dem 
Verleger der Bigarnire mitgetheilet^’ 

* Schnften, iv, p aig Cp also B A Wagner, Lessmg-Forschimgen, Berlin, 1881, 
P 157 

‘ See above, p 95 
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between admirers of Voltaire and Cribdlon, passed over into the 
BeytrSge As will be seen, the Btgarure was still put under contribution 
in the Hamburgische Dramaturgie ^ 

The third article on the Pans theatres, which does not profess to 
come from Pans, consists almost exclusively of statistics * Muncker 
thinks that the notices on ‘ Das Theater in Berlin ’ may have been sent 
in, if not contnbuted, by Myhus, but were probably retouched or 
added to by Lessing, and he quotes a number of passages in support 
of this view ® The reports of the theatres in Dresden are similar and 
of equally uncertain authorship Lastly, the final item in the Beytrage, 
‘Nachncht von einem in Freyberg aufgefuhrten Schulschauspiel’, 
was, according to Karl Lessing’s conjecture,* inserted by Myhus 
without Lessing’s knowledge, but this seems improbable In 1754, 
Lessing stated that he had borne increasing responsibihty for the last 
patt of the journal ® 

THEATRALISCHE BIBLIOTHEK 

Lessing’s second dramaturgic journal is more liberally represented 
in modern editions of his complete works than the first one The first 
editor, Karl Lessing, was sparing m his selection of items for reproduc- 
tion He said 

Man hat hier alles abdrucken lassen, was darin von Lessing selbst ist, 
auch das kurze Leben Jakob Thomsons, und die fluchtig hingeworfene 
Geschichte der englischen Schaubuhae nicht ausgcnommen, well er selbst 
des ersteren bei andcrer Gelegenheit erwahnt, und well die letztere fur den 
blossen Liebhaber der Litteratur noch immer brauchbar ist * 

He omitted everything that appeared to him to be translation — ^the 
essays by Chassiron and Gellert, and the analysis of Montiano’s 

* See below, pp 467 f 

’ I have not been able to discover a source, but the information about the 
‘Thiitre italien’ probably came directly or indirectly from L Riccoboni’s Noiweau 
ThJdtre italien. Pans, 1 733 ff 

* Schnften, iv, p 82 

* G E Lessings Leben, Bcrlm, 1793—5, P m 7 

‘ Cp the passage already quoted in part (see above, p 97) from the Theatralisehe 
Biblfothek {1, Berhn 1754, Vorrede) ‘Von mir nehmlich schrieb sich nicht nur der 
gantze Plan jener periodischen Schrift [Bejilrage] her, so wie er m der Vorrede 
entworfcn wird, sondern auch der grosste Theil der darmn enthaltenen Aufsatze 
1st aus memer Feder geflossen Ja ich kann sagen, dass die femcre Fortsetzimg nur 
daduTch wcgfiel, weil ich langer keinen Theil daran nehmen woUte ’ 

* Sammtliche Schnften (1771-94), xxii (Berlin, 1794), pp iv f 
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VtTgtma (but he printed the introductions to both these items) ; Samte 
Albine’s ComSdun was excluded, as well as the translations from Ricco- 
boni — in the case of the latter he retained only the ‘Nachncht vom 
Verfasser’ Of the remainder of the journal he only published the 
‘Geschichte der englischen Schaubuhne’ Lachmann omitted the 
Virginia analysis, and the translations from Riccoboni, Du Bos and 
Dryden MaJtzahn in his new edition of Lachmann (1854) was more 
hberal, restonng the Virginia, as well as the analyses of the three 
Italian plays from Riccoboni, but he omitted the article on the 
English stage The third Lachmann edition by Muncker (vol vi, 
1 890) reprints the Bibliothek in full to the end of the article on Seneca, 
then omits the Riccoboni and Du Bos translations, and the Enghsh 
article The Hempel edition (vol xi, 1 [1875]) had omitted nothing, 
and Boxberger in KUrschner’s Deutsche Nationalliteratur (vol Ixii [1885]) 
only the translation of Du Bos These variations in selection are 
largely due to the uncertainty that has hitherto prevailed as to how 
much in the journal may be claimed as Lessing’s original composition 
In point of fact, if everything is to be omitted that is merely translation, 
very little will be left at all 

Lessing was sole editor of the new undertaking His difficulties 
with his co-editor Mylius had made the continuance of the Beytrage 
impossible, but on March 6, 1754, Mylius died in London* — he was 
on his way to America on a scientific expedition — and Lessing felt 
himself free to continue in his own way The continuation of the Beytrage 
was entitled Theatralische Bibliothek, and its publication was transferred 
to the firm of C F Voss in Berlin — a firm with which Lessing’s 
journalistic activity had brought him into contact 

The ‘Vorrede’ of eleven widely printed pages makes it clear that 
the new venture is a continuation of the old, but with certain modifica- 
tions of the earlier programme The plan of the Beytrage had been too 
ambitious, and Lessing is now less liberal in his promises In his 
notice of the journal in the Berhntsche pnoilegirte ^eitung of October 1 7, 

1 754, he wrote 

Man wird sich der Beytrage zur Historic und Aufnahme des Theaters 
ennnern, von welchen vor einigcn Jahren vier Stuck an das Licht traten 
Gegenwartige Bibliothek ist eine Fortsetzung jener Beytrage, nach einem 
in etwas veranderten und eingeschrankten Plane Sie soil nehmlich kein 

* See Lessing's notice in the Berlmische pnmiegirte ^eitung, March a6, 1754 
(Sckriftm, V, pp 395 f ) Cp. also E Thyssen, Christlob Mylius snn Leben und Wirken, 
Dus Marburg, 1912 
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Werk ohn Ende und kein blosser theatralischer Mischmasch werden, 
Bondem wirklich eine kntische Geschichte des Theaters zu alien Zeiten 
und bey alien Volkern enthalten, obgleich ohne Ordnung wcder nach den 
emen, noch nach den andern ^ 

He also proposes to give the continuation a more scholarly flavour 
by eliminating matter of merely ephemeral or contemporary interest, 
he will avoid drawing upon himself the ill-wiU of his colleagues either 
by expressing adverse opinions concerning their work, or by discnmi- 
nating in his praise Similarly, he will have nothing to say about 
hving actors or the state of the theatre, fearing to raise jealousies and 
hostility — a policy he may have remembered in after years, when he 
was obliged to modify his third dramaturgic journal in this very 
respect 

Although he was chary of promises m his preface, it was not for 
lack of material He had a good deal of matter in hand which had 
been collected or prepared for the Beytrage, and he repeatedly 
held out the promise of continuations of articles He proposed, for 
instance, to come back to Thomson’s dramas, to give some account of 
Montiano’s ‘Abhandlung von der spanischen Tragodie’, to discuss 
in detail the works ofDestouchcs, to follow up the Seneca articles with 
similar articles on the Roman poet’s other tragedies, to publish the 
lists of Italian plays in Riccobom’s Histoire du ThSdtre italien, and discuss 
other works by that writer, to continue the article on Dryden ® In 
addition, we hear of his intention to print in Part rv extracts from the 
comedies of Goldoni, and possibly also translations of tragedies on 
the theme of Medea ® 

The first number of the Theatrahsche Bibholhek, which was adorned 
with a portrait of James Thomson as frontispiece, appeared at the 
Michaelmas fair of 1754, the second number, completing Volume 1, 
at Easter, 1 755 (with the date 1 754) Part ni, to which a portrait of 
Destouches, who had been discussed in the first part, served as frontis- 
piece, appeared at Michaelmas, 1755 but the fourth and last part 
not until the Easter fair of 1759 (with the date 1758) 

The statement has been made, on the strength of the first article m 
the journal, that the Theatrahsche Bibliothek forms the theoretical back- 
ground to Miss Sara Sampson * But the Abhandlung von dem zveinerlichen 

* Schnftm, V, p 437 * Schnften, vi, pp 70, 72, 153, 167, 245, 294 

“ Cp letter to Mendelssohn of December 8, 1755 and letter to K W Ramler 
of December 1 1 , 1755 {Scftnjien, xvii, pp 46, 49) 

* Cp W Oehlke, Lessmg und seme geit, ed at 1, p 226 
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uni Tihnenden Lnstspule stands merely on the threshold of Lessing’s 
interest in the new type of drama, it is rather his introduction to it 
than a critical judgment of it In fact, in the summer of 1756, two 
years after the pubhcation of this article, and a year after Miss Sara 
had been played, Lessing was only just coming to clearness on the 
theoretical aspects of the ‘burgerlichcs Trauerspiel’ 1 

Lessing’s attention wzis probably drawn to Chassiron’s tract by 
Voltaire’s preface to Nanine^ , that by Gellert is a translation of his 
Leipzig inaugural address. Pro Comoedia commovente commentatio oratiom 
aditiali aC F Gellerto, Lipsiae, 1751 ® Apart from the matenal which 
Lessing draws from Chassiron and Gellert, his views are hardly in 
advance of those expressed by Voltaire in his prefaces to Canine and 
L' Enfant prodtgue 

The Leben des Herrn Jacob Thomson is Lessing’s first pubhshed trans- 
lation from English * The original he found in Theophilus Cibber’s 
Lives of the Poets of Great Britain and Ireland, London, 1 753, v, pp 190- 
218“ As a translation, this is much freer than Lessing’s rendenngs 
from the French, it is often, if not exactly inaccurate, at least loose, 
and disfigured by Anglicisms Heshows a tendency to shirk difficulties , 
he also abbreviates by omitting the leisurely generalisations of the 
original, as well as several pages describing and criticising The Seasons 
and The Castle of Indolence When, in discussing Thomson’s dramas, 
Lessing arrives at Agamemnon, he takes the opportunity of citing the 

^ Sec below, p 397 

* To Voltaire as to Lessing the author is only 'M D C but the name had 
already been revealed in the Mercure de France, May, 1749 (p 125), and in Fr^ron's 
Lettres sut quelques icnts de ce iems, iv, London [Pans], 1752 (Lettre 1, p 5) 

® Gellert himself published a translation in the first edition of his Sammlung 
verrmschter Schriftm, Leipzig, 1756 It is interesting to see how Lessing translates 
the Greek phrases in Gcllert’s oration * iv Tjj cTrirdoct fabulae’, ‘wann sich die 
Fabcl am meisten verwirret', and *iv rrj Karaorpo^^, inueniri solet*, 'wann sie 
sich entwickelt’ 

* Lessing’s translation of An Impartial Foreigner*! Remarks upon the Present Dispute 
between England and Prussia (1753) was, as R Koser has shown {Preussische Staats- 
schnfUn aus der Regunmgszeit Friedrichs //, 11, Bcrhn, 1B85, pp 474 ff ), translated at 
least with the aid of a French text The only portions of the Leben Jacob Thomsons 
which are not translation are Sckriften vi, p 53, 1 29 to p 54, 1 15, p 65, 1 . 27 to 
p 67, 1 4 and p 70, 11 6-9 

* A Life of Thomson appeared in the Bnttische Bibliothek, vi, 3 (Leipzig, with the 
date 1767), pp 268 ff J F von Palthen, who had prefaced his prose translation 
of The Seasons with Lessing’s translation of Thomson’s Life, combmed with this 
in his second edition of 1766 the Life published in the Bnttische BiblioUiek (cp. 
Jakob Thomsons Jakreszeiteny 2te Auflage, Rostock, 1766, Vorrede) 
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passage from that play quoted in Cibber’s essay, m the words of the 
anonymous German translation of 1750,^ he also offers some criticism 
of the quahty of this translation But it is in fact a poor piece of work, 
and Lessing’s encomium of it as ‘treu, Biessend und stark’ may be 
taken as further evidence of the meagreness of his knowledge of our 
language The remainder of the article comes direct from Cibber with 
frequent abbreviations “ The portrait which forms the frontispiece of 
the volume is taken from the first volume of the edition of Thomson’s 
Works pubhshed at London m 1752 Prior to this article Lessing, it 
might be noted, had himself begun translations of Agamemnon and 
Tanned and Sigismunda, and in 1756 he provided a preface for Des 
Herm Jacob Thomsons Samlliche Trauerspiele, Leipzig, 1 756, an indifferent 
translation pubhshed by a learned society, ‘ einer gelehrten Gesellschaft 
zu Stralsund die unter dem Namen der englischen noch [1780] 
daselbst existirt’ “ 

The Ausztig aus dem Trauerspiele Virginia des Don Augustino de Montiano 
y Luyando is a translation from D’Herimlly’s Dissertation sur les Tragedies 
espagnoles * It is characteristic of Lessing’s small interest at this time 
in dramatic theory that he leaves the Dissertation to be translated in a 
subsequent number of his journal and presents his readers first with 
the mam contents of D’Hermilly’s second volume, the Exposition de 
Vtrginie, Tragedie avec la Traduction de plusteurs endroits de cette Pike He 
implies [Schnften, vi, p 72) that he has drawn his biographical 
materials from the ‘histonsches Register’ appended by D’Hermilly 
to his volumes , but, as a matter of fact, the biography of Montiano 
[ibid pp 70 ff ) IS a direct translation from D’Herrmlly’s preface (pp 
xxv-xxxii) 

* Agamemnon, tin Trauer-Spiel, aus dem Englischen ubersetzt, Gottingen, 1750 
(A copy of this translation, which was probably by J D Michaelis (see Holzmann 
und Bohatta, Deutsches Anonymen-Lexikon 1501-1850, 1, Weimar, 1902, p 33, No 
ggg) is in the Hamburg Staats- und Umversitatsbibliothek ) In his Laokoon, chap 
IV [Schnjien, ix, p 26) Lessing cites in English a few hncs from the same speech 
which he quotes in the Leben des Herrn Jacob Thomson 

* Occasional errors in the transcnption of English names have been perpetuated 
by Lessmg’s editors without comment ‘Wilk’ [Schriften vi, p 62, 1 28) should 
be ‘ Wilks ’ , ‘ Herrn Weffington ’ (p 68, 123)“ Mrs Woffington ’ Lessing corrects 
Cibber’s ‘Masmessa’ (p. 62 , 1 26) to ‘Masimssa’, but not ‘Seffredi' (p. 67, 1 14) 
which ought to be ‘Siffredi’ He writes most frequently the French form ‘Sopho- 
nisbe ’ , also in translating Riccobom and m the preface to the Samtluhe Trauerspiele 
of Thomson {Schnften, vu, p 69) 

* Theater-Kalender aufdasjahr 1780, Gotha, pp 131 f (referred to by Mimeker, 

Schnften, vu, p 66) * Paris, 1754, u. pp i ff See below, pp 293 f 
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In a note to the Cntik tlber die Gefangnen des Plautus in the Beytrage, 
the author had referred to ‘das ganz neuc Wcrk, Ic comedien’, by 
Sainte Albine, as one of the best books on the actor’s art,i here Lessing 
says ‘Ich habe lange Zeit vorgehabt, dieses Werk des Herm von 
Sainte Albine zu ubersetzen His attention was probably drawn 
to the book by a review in Gottsched’s Nmer Btichersaal (vi (iv), pp 
330 ff ), in April, 1748 This article begins 

Dieser Schriftsteller, welcher der Welt bereits aus einem Memoire com- 
post sur le Laminage bekannt ist, liefert allhier ein Werk, welches alien 
Schauspiclern, die thcils schon gegenwartig der Buhne dienen, theils sich 
noch kunftig derselben widmen wollen, uberaus nutzlich seyn wird Es 
1st zu verwundern, dass uns Frankreich nicht bereits lange dergleichen 
Werk geliefert, und dass in einem Lande, wo man von den Schauspielern 
fast mehrere Vollkommenheiten fordert, ah m irgend einem andem, sich 
noch kein Schriftsteller gefunden, der ihncn die Mittel angezeiget hatte, 
zu denselben zu gelangen Wir reden hier von franzosischen Schriftstellern, 
denn des Herm Riccobom Tractat dell’ arte rappresentativa ist der 
Welt schon langst bekannt Unset gegenwartiger Schriftsteller hat 
diescm Mangel glucklich abgeholfen, und wir wollen sem Werk naher 
betrachten 

Then follows a summary of the contents of the work similar to that 
which Lessmg offers here, but briefer and without direct quotation 
The reviewer concludes (pp 349 f ) 

Herr von St Albine hat der Welt ein schones Werk, und den Schau- 
spielem ein Buch geschrieben, welches ihnen kunftig unentbehrlich seyn 
wird Wir freuen uns, dass em geschicktes Mitglied der rom kaiserl 
deutschen Schaubuhne in Wien, die Ubersetzung desselben ubernehmen, 
und es mit noch andern wichtigen Zusatzen, semen deutschen Mitgehulfen 
zu gute bekannt machen wird 

Although the Leben des Herm Nericault Destouches, which forms the 
fifth article of the Theatrabsche Bibliothek, cannot be described as 
merely a translation, like the life of Thomson, it is in point of fact 
httlc more It is an ingemous compilation from the prefaces and other 
matter to be found in the edition of the works of Destouches which was 
published in four volumes at the Hague in 1752 , and from this edition 
comes the portrait which adorns as frontispiece the second volume of 
the periodical Dates of first performances of the plays Lessing found, 
no doubt, in a work such as L6ns’ Dictionnaire des Thidtres 

As in the Beytrage the weightiest contribution — Lessing’s reply to 

^ Sctmften, iv, p 135, note • Schnften, vi, p xao 
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the cnbcism of the Capttvt — had dealt with a classical author, so m 
the present periodical the most original article — one might say the 
only really original article — is that Von den lateimschen Trauerspielen, 
welche unter dem Namen des Seneca bekannt stnd It is to be regarded as a 
polemic against Brumoy’s depreciation of Latin drama as compared 
with Greek Lessing’s method of treating his theme is accordingly 
similar to that of the Theatre des Grecs summaries of the plays, inter- 
spersed with translations of sinking passages, are followed by ‘ Beurthei- 
lungen’ (‘Examens’) and discussions of versions of the same theme by 
other poets Lessing regards Seneca as a great tragic poet in spite of 
his excesses and exaggerations 

Er 1st mit den poetischen Farben allzuverschwendensch gewesen, er 
ist oft in seiner Zeichnung zu kuhn, er treibt die Grosse hier und da bLS 
zuf Schwulst, und die Natur scheinet bey ihm allzuviel von der Kunst 
zu haben Lauter Fehler, in die ein schlechtes Genie niemals fallen 
wird ' 1 

He shows that Seneca is supenor in certain aspects to the Greeks 
He repeats the opinion which he had already expressed in discussing 
Plautus, that a poet must always be judged by the conditions of his 
own and not of a later time Finally, he commends Seneca for his 
faithful observance of the unities 

It was Lessing’s intention to discuss all ten plays in their accepted 
order, and he begins m the present article with Hercules furens and 
Thyestes Setting out from Brumoy’s summary of the former play, he 
gives a fuller and more sympathetic account of it He does not hesitate 
to say of the scene in which Cerberus appears in the third act — a scene 
which Brumoy had brushed aside as ‘rodomontades’ 

Die gantze deutsche Sprache — wcmgstcns so wic ich derselben machtig 
bin, — 1st zu schwach und zu arm, die meisterhaften Zuge des Romcrs mit 
eben der kuhnen und glucklichen Kurze auszudrucken ® 

Apart from this, however, Lessing’s cntical comments are sparing 
His comparison of Seneca with Eunpides shows no knowledge of 
Euripides other than he could obtain from Brumoy, but in the seepon 
‘UnbiUiges Urtheil dcs Pater Brumoy’ he defends Seneca, with not 
a litde of the skill of maturer years, against the French Jesuit The 
section ‘Von neuem Trauerspielen auf den rtisenden Herkules’ is 

* Theatralische Bibliothik, n, p 39, Sc/irifl«n, vi, p 188 

* Theatraluche Bibhothek, n, p 24, iScArj/ien, vi, p 179, 
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based on notices which Lessing found in L6ris’ dictionary and on 
Riccoboni’s hst of Itahan plays More cunous than valuable is his 
‘Vorschlag fUr einen heutigen Dichter’ of the manner in which an 
opera might be constructed out of Seneca’s play But it bears witness 
to the fresh oudook of the practical dramatist, who was not content 
merely to see the literature of antiqiuty through the eyes of the scholar 
More important is the section which follows on ‘Die Moral des rasenden 
Herkules ’ Here he discusses not merely the moral which hes in the 
play but also that which can be read into it 

The part of Lessing’s article dealing with Thyestes is largely taken 
up with a discussion of the unity of time in the spint of the M^nage- 
D’Aubignac controversy concermng Terence’s alleged shortcomings 
The authorship of Seneca’s tragedies is discussed on the basis of 
Brumoy, and modern versions of the Thyestes theme with the aid of 
the sources already mentioned A last section treats of ‘ dem Atreus 
und Thyestes des altern Hm von Crebillon’ Lessing’s general re- 
marks on CrdbiUon point partly to L^ns as a source of information, 
partly to the introduction to the works of Crebillon From the latter 
comes the characterisation of Corneille, Racine, Voltaire and Crebillon 
(‘der Schreckliche ’, Schnften, vi, p 233) to which Lessing comes back 
in the Dramaturgie (lxxiv, 44) His chief cnUcism of Crebillon’s play 
IS that it IS ‘ too new-fashioned ’ 

dass er die Haupthandlung mit emer unnothigen Episode, und zwar 
mit einer verliebten Episode, geschwacht, und das Ganze durch die Em- 
fuhning so vieler Vertrauten, welches immer mchts anders als sehr frostige 
Personen sind, die bloss die Monologen mussen vermeiden helfen, matt 
gemacht habe ^ 

The article concludes with a translation of a couple of pages from 
Cr6billon’s own preface 

The eighth article of the Theatralische Bibhothek — probably a heritage 
from the Beytrage — is a virtually complete translation of volume i of 
Luigi Riccobom’s Histoire du Thidtre italien depuis la dicadence de la 
Comidie latine. Pans, 1728 Lessing prefaces his translation with a 
‘ Nachncht vom Verfasscr ’ which is compiled partly from information 
obtained from the book itself and partly from L6ns’ article on Ricco- 
bom The extracts from the three Itahan dramas which follow are 
translated — with the abbreviation of occasional sentences — from the 
second volume of Riccobom’s Histom, Pans, 1 73 1 The entire third 

* Theatralische Sibliothek, 11, p 129, Schnjien, vi, p 240 
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part of the Btbhothek is occupied with a translaaon of the seventeen 
chapters which constitute the third volume of Du Bos’ Rijlextons 
critiques sur la Poiste et sur la Peinture ^ 

The opening article of the fourth part, which, however, did not 
appear until 1758, is a Geschichte der englischen Schaubuhne It is not 
now-a-days disputed that this contribution was written by Nicolai 
The last attempt to claim it, or part of it, for Lessing was made in the 
Hempel edition, but on quite inadequate ground, and although 
Boxberger reprinted it in his edition m Kurschner’s Deutsche National- 
hteratur, he did not dispute Nicolai’s authorship In point of fact, 
Nicolai himself inserted the following note in a letter written by 
himself to Lessing on August 31, 1756 {Lessings Sammthche Schnften^ 
xxvu (Berlin, 1794). P 4 15) 

Qieser mein Entwurf blieb ungedruckt Lessing ruckle ihn nachher in 
seine theatralische Bibliothek (Th iv, S 3) ein, woraus er in Lessings 
sammdichen Schriften (Th xxiu, S 269) [als ein Aufsatz von Lessing — these 
five words do not appear in the 1794 edition, but are inserted in the 2nd 
edition, xxvii (Berlin, 1809), p 99] wieder abgedruckt worden 1st 

It must not be forgotten, however, that the conditions of journahstic 
collaboration in the eighteenth century, especially where unsigned 
articles were concerned, were such that it would be rash to deny 
Lessing tdl share in putting Nicolai’s article into shape It is possible 
that Lessing made some additions to the article out of his own know- 
ledge— in particular, information (probably gleaned from the Monthly 
Review) about the latest period For the rest, Nicolai’s essay is virtually 
a translation from Dodsley’s Select Collection of Old Plays, 12 vols, 
London, 1744, and Theophilus Gibber’s Lives of the Poets of Great 
Britain and Ireland, 5 vols, London, 1 753 

The second item m the fourth part also concerns the English drama , 
it is the first instalment of what was apparently intended to be a senes 
of studies Von Johann Dryden und dessen dramatischen Werken In 1753 
Gottsched had made an appeal for a translation of Dryden’j Essay of 
Dramatic Poesy ^ On December 18, 1756, we find Lessing wnting to 

^ Lessing’s translation was reprinted in the Hxstonjch-kntuche Beytrage zw Aufhahme 
der Mustk, edited by F W Marpurg, vol li (Berlin, 1756), v, vi, iii (1757), 1, in, 
IV, V , rv (1758), 11, IV, VI, V (1760), 1,111, IV A German translation of Du Bos’ entire 
work (of which this third volume was added in the second edition, 1733) appeared 
at Copenhagen m 1760—61 The translator was G Funcke 

* Cp Das NeutsU aus der anmuUugen Gelehrsamkeit, Leipzig, 1753} ii, pp 134 f, 
also 111, pp 2 1 2 ff {Diydens Gtdanken von der englischen und franzosischen SchaubtlhiUf 
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Mendelssohn ‘ Bitten Sie doch den Hm Nicolai in memem Nahnien, 
mir nut ehestem dcnjenigen Thcil von Gibbers Lebensbeschreibung 
der englischen Dichter zu schicken, in welchem Drydens Leben 
steht Ich brauche ihn ’ ^ For all that Lessing seems to have drawn 
from Cibber, however — the sparse biographical items in his opeiung 
paragraph — ^he might never have consulted the book He passes at 
once to the essay, of which he used the edition ‘ Of Dramatick Poesu, 
an Essaj By John Dryden. London, 1693 ’ In his translation Lessing 
abbreviates considerably the earher pages of the essay, but when 
he reaches his discussion of the drama, his text becomes an almost 
unbroken reproduction of the original Occasional sentences and 
references are omitted which deal too specially with Enghsh poets 
(Ben Jonson, Cleveland, etc ), or discuss in detail English plays 
Dryden’s ‘Examen of the Silent Woman’ (ed of 1693, pp 33flF) 
IS in great part ormtted or reserved for discussion on another occasion 
{Schnften, vi, p 291), only a few paragraphs deahng with humour and 
the use of rhyme being retained The translation is accurate and shows 
an advance over that of Thomson’s life, only occasionally do shps 
occur where Lessing has not understood hterary references The im- 
portance of this translation, as marking a stage in the development of 
Lessing’s understanding for the English drama and its greater freedom 
in comparison with that of France, cannot be over-emphasised. 
Dryden, m fact, may have provided the immediate inspiration for the 
bold plea for Shakespeare in the seventeenth Litteraturbrief 

The last hundred and seventy pages of the Theatralische Bibliothek 
are occupied with a translation of Entwurfe ungedruckter Lustspiele des 
italianischen Theaters from the Dictionnaire des Thidtres de Pans, by the 
brothers Claude and Frddenc Parfaict (7 vols. Pans, 1756) 

This examinaUon of Lessing’s first two dramaturgic journals has 
led to more negaUve conclusions than have hitherto been accepted, 
in respect of Lessmg’s interest in dramatic theory The Bej/trage and 
the Theatralische Bibliothek show that he was mainly interested in the 
outward history of the drama, in Plautus and Seneca — and as has 
been seen, his criucism of these two authors outweighs in origmal 
value all the other contnbutions contained in either part — in the 

aus ema Vorrede) A ‘Leben Johann Diydens’ formed part of the contents of 
the Jieue Erweilentngm der Erkenntmss md des Vergraigens, wluch Lessing noticed in 
the Berlimsche pnvtlegtrle of May 26, 1753 {Schriftai, v, p 169), and there is 

a ‘ Vie de Dryden ' m the Joamal itranger of August, 1 755, pp 1 1 2 ff 
^ Seknfien, xvii, p 86 
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history c^the Italian theatre, in the dramatists Thomson, Destouches, 
Montiano His critical interests, such as they were, were directed 
rather to the art of actmg, as elucidated by Frangois Riccobom and 
Sainte Albme, or the theatrical representations of the ancients (as 
treated m Du Bos’ third volume) Dramatic theory thus occupies a 
very subordinate place His interest in the new form of tragedy which 
he himself with Miss Sara Sampson had estabhshed on the German 
stage is particularly meagre Aristotle’s name does not occur except 
in the Cntik uber die Gefangnen des Plautus — of which Lessing was not 
the author — and in translations in the second penodical — notably, 
of course, in that of Dryden’s Essay 

Nor do Lessing’s writings, other than those contained in the two 
journals, materially supplement these Of the many notices and 
reviews of books which he contributed to the Berltmsche pnvilegirte 
Zetlung and other journals down to the year 1 756, a negligible pro- 
portion — not more than three per cent — deals with literary aesthetics, 
the drama, or the theatre He had occasion to review briefly Voltaire’s 
AnUlie, translations of Cr^billon’s Idomenie and Mme de Grafigny’s 
Ctnie, Manvaux’ ThSdlre, and a few indifferent German plays in 
1 753 he noticed briefly a translation of Le Bossu’s Sur le poSme iptque 
and Curtius’s version of Anstode’s Poetics^ and in 1756, as we have 
seen, he provided an introduction to Thomson’s tragedies ® Of greater 
interest for his subsequent development is his discussion of Batteux’ 
Beaux Arts riduits d un mSme pnncipe in German translation and Diderot’s 
Lettre sur les sourds et muets * The significance of these two cntics for 
Lessing’s dramatic theories I shall have occasion to discuss in my 
third part 

* SchrifUn, V, pp 14 f , 17 f , 168 f , 403 f 

* Ibid pp 193 fF ’ Schriftm, vu, pp 66 ff 

* Scknften, iv, pp 413 ff 


8-2 



CHAPTER IV 


LESSING’S ASSOCIATION WITH 
THE NATIONAL THEATRE 

Essential to the scheme of the Hamburg organisers was an official 
‘theatre poet’, a man of letters who could be depended upon to 
supply the theatre with new pieces, provide translations or adapta- 
tions of desirable foreign works, lend a helping hand with prologues 
and epilogues on formal occasions and generally advise on the choice 
of the repertory The German theatre did not forget the advantage it 
had gained from the co-operation of Gottsched in Leipzig, and the 
‘Pnnapals’ of the intervening period had usually had some man of 
hterary pretensions attached to their companies Thus with Schone- 
mann was associated Johann Chnstian Kruger, while Lowen himself, 
and, aftei his dismissal, Ast, had filled this post for Ackermann in the 
period immediately preceding the National Theatre 

That the Consortium with its ambitious plans should have thought 
of securing Lessing’s co-operation is not difficult to understand, his 
name had wide resonance in the hterary world, and his reputation 
as a dramatist, even before Minna von Bamhelm, was high Of his 
contemporanes, Weisse would have been a more satisfactory theatre 
poet, he was much more prolific But Lessing had the advantage 
that in his two earlier journals he had shown himself eager to further 
the interests of the theatre in other ways besides writing plays 1 1 was 
resolved then that he should be invited Wessely, a Jewish merchant 
in Hamburg, W2is apparently commissioned m November to sound 
him in the matter in Berlin Lessing was in a mood to be approached 
He had been relieved of his secretaryship in Breslau and had returned 
to Berlin in January, 1765, by way of Kamenz and Leipzig, and in 
Berhn he had resolved to settle until he had completed his Laokoon 
and Minna von Bamhelm He then seems to have harboured some vague 
plans of travel, he thought of Vienna, Italy, perhaps even Greece, for 
whose art the Laokoon had awakened in him a warm interest These 
plans were not realised, however, although in the autumn he did 
accompany a young nobleman, Leopold von Brenkenhof, to Pyrmont, 
returning by way of Gottingen, Kassel and Halberstadt Meanwhile, 
two prospects of future employment came to nought He was invited 
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to a chair in the University of Komgsberg, but declined it, as he would 
have been obhged every year to dehver a eulogy on the king of Prussia , 
and a hbrananship in the Royal Library of Berhn — a post that would 
have been very much to his taste — was refused him in 1766 by 
Frederick the Great, who naturally preferred a Frenchman and had 
possibly not forgotten Lessing’s undiplomatic quarrel with Voltaire 
fifteen years before This rejection was a bitter disappointment to 
Lessing, and made him particularly ready to consider an invitation 
that came from outside Berlin His interest in the practical side of 
the theatre, it is true, had been temporarily eclipsed by the aesthetic 
studies to which Laokoon had led him,^ but now, when he had anew 
play practically complete, this interest was not difficult to reawaken 
Indeed, the prospect of close association with a stage of such serious 
intention as that of Hamburg must have been alluring ‘ Ich stand 
eben am Markte und war mussig, niemand wollte mich dingen ohne 
Zweifel, well mich niemand zu brauchen wusste , bis gerade auf diese 
Freunde ' ’ (ci-civ, a 8 ) 

The negotiations progressed favourably, and early m December 
Lessing went for a few weeks to Hamburg to investigate the matter 
on the spot He had been there once before, m May, 1 756, when he 
visited Klopstock and made the acquaintance of Ekhof This ac- 
quaintance was, no doubt, an additional inducement to accept the 
engagement now To his brother Karl he wrote on December 22 

Ich kann Dir nur erst so viel melden, dass die bewusste Sache, derent- 
wegen ich hauptsachhch hier bin, einen sehr guten Gang nimmt, und dass 
es nur auf mich ankommt, sie mit den vortheilhaftesten Bedingungen zu 
schliessen Allein Du kennst mich, dass der klingende Vortheil bey mir 
eben mcht der vornehmste ist, und solchemnach aussern sich andre 
Bedenkhchkeiten, derentwegen ich erst beruhigt seyn muss, ehe ich mich 
volhg bestimme “ 

The mam difficulty which made Lessing hesitate to accept the 
invitation was one for which he felt it necessary to apologise at some 
length at the close of his journal He could not bind himself to turn 
out plays regularly ‘no one in the world’, he said (ci-crv, 68), ‘is 
less suited than I to be a workman who has to supply a theatre with 
novelties ’ The Lessing who could not be a Prussian professor because 
he felt unable to eulogise officially the king of Prussia, was nothing if 
not conscientious But the Consortium does not seem to have laid 

' To Gleim he wrote on February i, 1767, of his ‘fast crloschene Liebe zum 
Theater’ (Sekn/ten, xvu, p 228) • Schnften, xvii, p 226 
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weight on this objection, they nghtly decided that his name would 
lend prestige to their undertaking And so, without apparently any 
very clear formulation of his duties, Lessmg was engaged at a salary 
of 800 talers (about 80) To Gleim he wrote, in the letter which has 
just been quoted, that the Hamburg theatre had made a kind of 
agreement with him ‘welches mir auf eimge Jahre ein ruhiges und 
angenehmes Leben verspncht Ich will meme theatralischen Werke, 
welche langst auf die letzte Hand gewartet haben, daselbst vollenden, 
und aulfuhren lassen ’ Thus, without having it defimtely in his 
contract, he did hope to satisfy his employers’ wishes and contribute 
to their repertory. Minna von Bamhelm was immediately available, 
although Its performance, through no fault of the theatre, was delayed 
for five months, the official Prussian resident m Hamburg having 
raised political difficulties He resolved to finish Der Schlaftrunk, which 
had been sketched in the preceding year, and he set to work in 
Hamburg on a new drama, Die Matrone von Ephesus ^ 

What then were Lessing’s official funcbons in Hamburg to be^ If 
he were not under contract to produce plays, how could he be effec- 
tively employed ^ There could be no question of his taking a hand 
in the management of the theatre, for that was Lowen’s province 
At most, perhaps, he could help in engaging actors and advise on 
the choice of plays, for he was given a scat on the managing committee 
But this was vague, and hardly sufficient to justify the ouday of 800 
talers a year ‘ Endhch, ’ he tells us, ‘ ficl man darauf, selbst das, was 
mich zu emem so langsamen, oder, wie es meinen rustigern Freunden 
scheinet, so faulen Arbeiter macht, selbst das, an mir nutzen zu 
wollcn die Critik Und so entsprang die Idee zu diesem Blatte ’ 
(ci-civ, 94, ) The suggestion of this way out of the difficulty was, no 
doubt, Lowen’s He himself in 1752 had written ‘Bemerkungen’, 
which were not, however, published, on the. performances of Schone- 
mann’s company in Hamburg,* and since then he had been largely 
concerned as an active journalist with theatre criticism It says a 
good deal for the sincerity of purpose with which Lowen undertook 
his directorship that he courted criticism, and had no fear that 
difficulties might arise, such as had led to his own quarrel with 
Ackermann The employment of a critic to conduct a journal pub- 
hshed at the expense of the theatre he was to cnticise was indeed a 
curious innovation ‘Theatre poets’ were already familiar both in 

* Schnftm, 111, pp 414 ff, 439 ff , cp Dramaturgu, xxxvi, 15 

* Cp O D Potkoff, op at pp 34 ff 
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Germany and elsewhere; Lessing himself refers (ci-crv, 70) to Goldom’s 
work m this capacity m Italy ^ But no theatre in Eurojie had yet 
ventured to appioint an official whose function lay in criticising itself 
Criticism did not, however, necessanly mean discouraging and un- 
friendly condemnation, and the Consortium probably found Lessing 
wilhng to agree to be helpful Seyler may have been dubious about 
Lowen’s idea, yet he could not but see the advertising value of such a 
periodical, if properly conducted, it would help to attract the public 
to the theatre The advantages of theatncal criticism, as it had been 
developed in the French and Enghsh press, and (in imitation) in the 
German periodicals, were beginning to be realised — in Hamburg 
itself the Hamburgtsche Unterhaltungen, since its inception in 1766, had 
devoted much space to the doings of the theatre Moreover, there 
was room in the proposed journal for helpful information apart from 
crlucism of the performances — ^information about the dramas them- 
selves and their authors Since Gottsched’s Cntuche Dichtkunst, too, 
there had been a growing interest in Germany in the theory of the 
drama, Lessing himself had contnbuted to it, and the important 
writings of Johann Elias Schlegel on the organisation of the theatre 
had not long been published Schlegel was firmly convinced that the 
progress (‘Aufnahme’) of the theatre was dependent on a thorough 
study of the aesthetic foundations of dramatic art There were also 
precedents for a running commentary on the activity of a particular 
theatre, in such publications as the Schildereyen der Gottfried H Koch- 
schen Buhne, or the Kntische Nachrwht von der Schuchischen Schaitspieler- 
gesellschaft which appeared at Danzig in 1758 

The nature and scope of the journal which the National Theatre 
proposed to publish seem to have been left largely to Lessing himself 
It could not, of course, be planned on the lines of his own earher 
penodicals, for these had no relation to the daily routine of a theatre 
Indeed, he seems to have started without any very definite plan , but it 
was evident that it went as much against the gram in him to bind 
himself down to a regular and punctual chronicle of the performances, 
as It had to undertake to provide the theatre with new plays at pre- 
scribed intervals His own somewhat wayward intellectual tempera- 
ment required freedom 

The first purpose of the publication was obviously to provide a 

* See below, p 200 The quotation from Tristram Shandy with which Lessing 
supports his statement here that first thoughts are not always best (ci— civ, 8o) is 
from vol v, ch xvi of Sterne’s novel (and ed London, 1 760-67, v, p 74) 
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‘critisches Register’ {Ank 67) of the plays performed by the company, 
a runmng commentary on the work of the theatre Lessing tells us 
that this suggested to him the ‘Didaskahen’ of the Greeks, that is, 
the short notes which Anstotie made on the plays of the Greek theatre 
(ci-crv, 98) Dacier had spoken of these in his commentary on the 
last words of the sixteenth chapter of the Poetics 

II parle sans doute dcs Traitez qu’il avoit faits sur les sujets des PoSmes 
dramatiques, et qu’il avoit intitulez Dtdascalus Anstote y avoit expliqu^ 
non seulemcnt les sujets dcs pieces, mais cn quel temps, comment, pour 
quelle occasion, et avec quel succez ces pieces avoient dt6 joules, de sorte 
que cet ouvrage dtoit, et une Histoire exacte des Poetes anciens, et une 
m^thode seurc pour bien d^mSler les difficultez des temps dans I’Histoire 
Grecque Les Didascalies quisont encore aujourd’huy i la tete des Comedies 
de Terence, peuvent en donner une legere idde, e’est un fort grand dommage 
que ces Traitez soient perdus t 

But the word ‘Didaskalie’, Lessing goes on to say, has a strange sound 
(113), moreover, he adds, modem scholars are agreed about the 
narrow scope of such a catalogue So in preference to ‘Didaskahen’, 
he chose ‘Dramaturgic’ as the title of his journal 

In many respects, however, the word ‘Dramaturgic’ had quite as 
unusual a sound as ‘Didaskahen’, and as far as its use and definition 
were concerned, it also was originally restricted to a mere catalogue 
of plays ’ In his next sentence Lessing refers to the first use of the 
word in a modem tongue m 1666 Leone Allacci (1586-1669) pub- 
lished his catalogue of plays under the title La Drammaturgia , brought 

* La Poitique d' Anstote tradmte en Franfois, avec des ReTmrques critiques sur 
tout I’ouvrage, Pans, 1692, pp 270 f The passage quoted in Lessing’s note 
(ci-civ, 122) is from Isaac Casaubonus, Ammadversiones in Dipnosophistas libri xv, 
Lyons, 1 600, bk vi, cap vii, pp 260 f In English the passage is ‘ A ihauKaXla 
IS used for that writing in which is explained where, when, how and with what 
success a certain piece has been played How much the critics with their diligence 
assisted the old chromclers, they alone will be able to estimate who know how weak 
and meagre are the aids of those who first felt themselves impelled to fix the fleeting 
time I do not doubt that Aristotle had primarily this in view when he composed 
his A iSasTKoXla ’ The further reference to Casaubonus (119) describing the 
‘didaskalia’ ofTercnce as ‘brcviter et eleganter scripts’ is from the same chapter 
of this work (p 261) Lessmg gives evidence of his famiharity with the writings of 
Casaubonus in his Leben Sophocles (cp Sckriften, viii, pp 309, 344, 350) The 
Olympiads (109) were periods of five years in the Greek reckomng of time, the 
Archon was the chief magistrate of Athens 

• The word seems to have owed its currency, in the first instance, to a passage in 
Lucian’s De Saltatione, where Spofiarovpyla is employed m the sense of 'dramatic 
composition ’ 
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up-to-date, this work appeared in a second edidon at Venice in 1 755 
l^ing probably had dus edition, but in any case the character and 
scope of the work were familiar to him from Riccoboni’s Htstoire du 
tkSSlre italien 

Lessing, then, had probably in view, when planmng his journal, 
bnef Items of information — not perhaps quite so catalogue-hke and 
unreadable as those in Allacci’s work, or the hsts of a similar kind 
which Gottsched appended to his Deutsche Schaubuhne and afterwards 
collected in his J^tothiger Vorrath zur Geschichte der deutschen dramattschen 
Dichtkunst (Leipzig, 1757-65) He may possibly have known the 
French Almanack histonque et chronologique de tous les spectacles de Pans of 
1 752, or Its German imitations, or even the Enghsh theatneal journal 
The Prompter (1734 ff ) , in any case we know that he possessed Leris’ 
Dictionnaire portatif des ThMtres and the Htstoire du Thtdtre franfois (Pans, 
1745-49) and Dichonnatre des Thddtres de Pans (Pans, 175b) by the 
brothers Parfaict ^ For that matter, he had already pnnted notes on 
the theatre, of a similar kind, in his Beytrage zur Histone und Aufnahme 
des Theaters 

The Hamburgische Dramaturgic is, however, much more than a 
‘cntisches Register’ From the first, as one might expect from his 
earher experiments in theatneal journalism, Lessing had something 
in view which was not covered either by the word ‘Didaskahen’ or 
by the word ‘ Drammaturgia ’ in Allacci’s usage In fact, he expressly 
declined to be bound by Allacci’s precedent (ci-civ, 114 ff) 

Was ich m erne Dramaturgic bnngen oder mcht bringen wollte, das stand 
bey mir wemgstens halte mir Lione Allacci desfalls mchts vorzuschreiben 

His journal was not merely to record the performances of the Hamburg 
playhouse , it was also to discuss the nature of the drama , and it was 
to be of practical aid to poet and actor, and help to educate the taste 
of the public by stimulating an appreciation for what was good — thus 
contributing to the ultimate aim of the Hamburg undertaking, the 
creation of a national theatre In other words, what Lessing wished 
to produce was a German ‘pratique du theatre’ And just here he 
had a predecessor, in a countryman of his own, Johann Elias Schlegel, 
who prepared the way for such a national theatre — for Denmark, 
it IS true, not for Germany — ^with his Schreiben von Emchtung eines 

* See below, p 1 64 Lessing was obviously thinking of such works in St ai-civ 
(132) ‘In welchem Jahre Ludewigs des Vierzehnten dieses oder jenes franzo- 
sische Meisterstuck zuerst aufgefuhret worden ’ etc 
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Theaters m Kepenhagen and Gedanken zur Aufkakme des danischen Theaters. 
These had only been published three years before Lessing inaugurated 
his Dramaturgie 

Such plans obviously went very far beyond the aims of Allacci in 
his Drammaturgia It has not been observed, however, that the word 
had been used before Lessing’s time in a much less restricted sense 
than that of a mere catalogue of plays Lessmg had m his possession 
in Hamburg another Italian work, the Bibhoteca teatraU ilaliana, 
scelta e disposta da Ottaviano Diodati, patnzio lucchese (12 vols , 
Lucca, 1762-65) This IS a collection of Italian plays, but m each of 
the volumes there is a chapter in verse ‘ correlativo alle cose teatrali, 
per servire di tratto completo di Drammaturgia’ The subjects of 
these chapters are i Introduzione alia Drammaturgia sopra I’utihta 
della presente Raccolta, 11 Sopra I’utilita delle rappresentazioni 
teatrah, m. Da che dipenda I’esito deUe rappresentazioni teatiWi, 
IV Della dcclamazione e del recitare in generale, v Delle diverse 
maniere del declamare e del recitare, vi, vii Del ben rccitar, viii, 
IX Del gesto, x Sopra la scena muta, xi, xu Sopra I’opportuna 
scelta Here then, in these discussions of dramatic representation, 
declamation, recitation and gesture, Lessing found, if it was necessary 
for him to find, a precedent for his own extension of the use of the 
word to dramatic theory and practice in general ^ 

The form of the word, ‘Dramaturgic’, suggests also the possibility 
of a F rench precedent According to the Dictionnaire gMral of Hatzfeld 
and Darmcsteter, the word first makes its entry into the French 
language as a translation by Chapelain [in 1668] of Allacci’s title 
Before the appearance of Lessing’s work, both ‘dramaturgic’ and 
‘dramaturge’ — the latter in the still accepted sense of a dramatic 
writer — had been in use by French writers, notably by those of anti- 
classical views Diderot, it is true, does not seem to have used either, 
but Marmontel, a critic who is quoted by Lessing, writes ‘drama- 
turge’ ® This, too, may have earned weight with Lessing ® 

' Leasing’s attention may have been drawn to Diodati’s work by the notices in 
the Bthliothek der schonen Wusenschafteriy ix (1763), pp 123, 277, xii (1765), pp 167 f 
It IS not unlikely, however, that these were contnbuted by Lessing himself 

* See Bescherelle, jVouwtu/ Oicftonruiire JVfliiorujf (ii, 1278, s ‘ dramaturge’) where 
Marmontel and Desroches are cited, Littr6, Dichonnaire de la langw frangaise (i, ii, 
1239) ''^I'crc Mcrcier is cited For allusions to Marmontel m Lessing’s work sec 
below, pp 355 f , 398 

® After the publication of Lessing’s journal^ the word was extensively used, and 
always in his sense, in Germany, cp Theatfr-KaUnder fitr das Jahr 1776^ Gotha, 
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After being distributed gratis on the day of the opening of the theatre, 
Apnl 22, 1767, the Ankiin/hgung of the Hamburgische Dramaturgu was 
re-issucd with St i-ni on May 8 Each number was priced at a 
schilhng (about a penny) , but the journal could be subscribed for at 
five Hamburg marks (about 6s ^d) a. year The pnntmg was under- 
taken by the pnnting-house of Johann Joachim Christoph Bode, with 
whom Lessing had become associated as a partner The publication 
proceeded regularly for several weeks, a number appeanng every 
Tuesday and Friday But then trouble began, owing to the lack of 
copyright protection in the German states A piratical repnnt was 
issued in Leipzig by pnnters who masqueraded under an Enghsh 
name as ‘Dodsley und Compagnie’ (ci-crv, 381) — Dodsley being 
taken from the well-known London publishing house established in 
1735 The German firm consisted of a widowed Frau Dyk and her 
assistant Engelhard Benjamin Schwickert ‘ They existed by pirating 
and publishing all kinds of worthless literature In refusing to have 
his Dramaturgu put upon the market at the Leipzig fairs — a procedure 
which would have provided some kind of protection — Lessing laid 
himself open to piracy * 

Lessing was apparently informed of Dodsley and Co ’s activities 
by Nicolai He wrote to the latter on August 14, 1767, in reply to a 
letter now lost {Schnften, xvii, p 236) 

Ich danke Ihnen fur die Nachricht von dem Nachdrucke der Drama- 
turgic, und fur Ihren guten Rath dem Nachtheile desselben, so viel noch 
moghch, abzuhelffen Ich kann eigen tlich freyheh nichts dabey verheren, 
ich bin aber sonst nur m der Verfassung, dass cs mir ausserst unangenchm 
seyn wurde, wenn andere dabey verloren Seyn Sie doch so gutig und 
schicken mir ein Exemplar von dem Nachdrucke, und zwar mit eben der 
Gelegenheit, mit welchcr Sie diesen Brief crhalten 

What Nicolai’s good advice had been we do not know Possibly to 
abandon periodical publication and issue the work in volumes at the 
fairs, or perhaps to arrange for publication by private subscription, 
p 232, where a Wimerische Dramaturgu, Vienna, 1775, is mentioned, also O H v 
Gemmingen, jMfln/iAntnCT-Dramaftirgie (1779), J F ?>chm!lL, Dramaturgisclu FragmenU 
(178 1-4) , A V Kmgge, Drarrmtargische Blatter ( 1 78B-9) , H C Albrecht, Neue 
Hamburgische Dramaturgu (1791) An anonymous volume, published in Leipzig in 
1796, combined the two titles which Lessing had considered Didaskalien, oder 
Strnfmyen im Gebute der Dramaturgu 

^ Cp G Wustmaim, Aus Leipzigs Vergangenheit, Leipzig, 1885, pp 236 fl , also 
E Schmidt, Lessing, ed at i, pp 649 f 

• Gp E Kundt, Lessing und der Buchhandel, Heidelberg, 1907, pp 50 ff (Gp 
also Petersen, ed at p 268 ) 
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although It IS not clear how the latter plan would have counteracted 
the evil Years later Lessing wrote an article of which a fragment has 
been preserved in his ‘Nachlass’, Leben und leben lassen, an Projektftir 
Schnftsteller und Buchkandler, m which private subscription is recom- 
mended as a remedy for piracy,* and in the last words of the Dramaturgu 
(ci-civ, 475) he refers to the project which Leibmz had set forth in 
1668 of a ‘Societas eruditorum Germamje’ [De vera ratione reformandi 
rem literariam) ® 

However that may be, the course which was now decided upon was 
to abandon publication in serial numbers The following notice was 
inserted in the Kaiserlich-pnvilegtrte Hamburgische Neue ^eitung, St 13 1, 
on August 21, 1767 

NACHRICHT AN DAS PUBLIKUM 

Da man der Hamburgischen Dramaturgic, von welcher heute das zwey 
und dreyssigste Stuck erschemen sollte, auswarts die unverlangte Ehre 
crwcisct, sie nachzudrucken , so sieht sich der Verfasser, um dem fur den 
hiesigen Verlag daraus erwachsenden Nachtheile emigermassen auszu- 
wcichen, gedrungen, die Ausgabe derselben in einzelnen Blattern einzu- 
stellen , und die Interessenten werden sich gefallen lassen, das Ruckstandige 
des ersten Bandes, von dem 32sten Stuck an, auf instehende Michaclis- 
messe, zusaminen zu erhalten 

In spite of this promise that the first volume should be issued at 
Michaelmas, nothing more happened until December 8 On the 
previous day there appeared another notice in the same Hamburg 
newspaper (St 192) 

NACHRICHT WEGEN DER 
HAMBURGISCHEN DRAMATURGIE 

Da man zu Fortsetzung der Hamburgischen Dramaturgic (welche vor 
einiger Zeit durch cincn auswartigen Nachdruck unterbrochen ward, und 
durch einen zweyten, der selbst hiesigen Orts dazukam,® noch mehr 

' Lcssmg offered the essay, which could not have been written earlier than 177a, 
to Lichtenbcrg for his Gottmgisches Magagm der Wisscnschaft und Litteratur in a letter 
of January 23, 1780 [Schnften, xvi, pp 464 ff ) The fragment was published in 
I Boo by G G Fulleborn in his journal Jfebenitundm, Breslau, pp 37 ff {ibid and 
cp also Redlich, Lessing’s tVerie (Hempel ed ), xix, p 732) Lessing published his 
Nathan der Wetse by subscription 

’ Cp A Hamack, Geschichte der Komglich Preussischen Akadenue der Wissenschaften 
eu Berlin^ Berlin, 1900, 1, pp 27 ff , 11, p 7 

“ For the Hamburg reprint a certain Bock was responsible See J W Braun, 
Lessing im Urtheile seiner ^eitgenossen, Berlin, 1884—97, i, p 190, F von Biedermann, 
Lessings Gesprache, Berlin, 1924, p 123 
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becutr&chtigt zu werden Gefkhr hef, so dass die versprochne gesamte 
Ausgabe des ersten Bandes unterbleiben musste) nunmehr die erforderhche 
Vorkchr, in Ansehung der Pnvilegien und andrer Umstknde getroffen zu 
haben glaubeC so macht man dem Publico hiernut bekannt, dass von 
Morgen an, mit der einzelnen Austheilung derselben wiederum der Anfang 
gemacht werden soil, und zwar sollen wochentlich vicr Stucke davon 
erscheinen, bis die versaumte Zeit emgebracht worden Die auswdrtigen 
Leser,'welchedieFortsetzungdieserSchnftwunschen,ersuchtmanergcbenst, 
sie auch dadurch befordern zu helfen, dass sie sich keine andre als die 
Original-Ausgabe anschaffen Sie konnen sie dreist von den Buchhkndlern 
ihres Orts verlangen, indem sie alien nut den billigsten Bedingungen ange- 
bothen werden. Man kann zwar weder diesen, noch ihnen, verbiethen, 
dem Nachdruck zu favorisiren, aber man giebt ihnen zu uberlegen, dass 
sic sich nothwendig dadurch um das Werk selbst bnngen mussen Denn 
wenn die Anzahl von Exemplaren, welche zur Bestreitung der Unkosten 
erforderlich ist, mcht abgesetzt werden kann, so bleibt es unfehlbar liegen 
• 

St xxxii-xxxv appeared on December 8, St xxxvi-xxxix fol- 
lowed on the 15th, St XL-XLin on the a and, St xliv-li at the 
end of December and in the begmning of January, 1768 From 
this time on the publication was again continued in single numbers, 
two or three a week, to St lxxxii Again a suspension was decided 
upon and the Neue Z^itung contained in its issue of Apnl 25 (St 66) 
the following notice 

NAGHRIGHT WEGEN DER 
HAMBURGISCHEN DRAMATURGIE 

Eine nothige Vorsicht, wegen des noch fortdauernden Nachdrucks der 
Hamburgischen Dramaturgic, erfordert, die Ausgabe derselben in einzelnen 
Blattern nochmals abzubrechen Es soil aber gegen die Mitte des kunftigen 
Monats, als um welche Zeit vongen Jahres das Werk semen Anfang 
genommen, der Rest des zweiten Bandes, nemlich die Stucke 83 bis 104, 
nebst den Titeln zu beiden Banden, mit eins geliefert werden 

Some sue weeks later, on June 9, 1768, Lessing wrote to his brother 
Karl 

Hicr habe ich alle Hande voll zu thun, und vornehmlich beschaftigt 
mich noch die Dramaturgic Sie 1st mcht weiter heraus, als bis Nro 82 
Der Rest des zwey ten Bandes wird m einigen Wochen zusammen erscheinen 
Wenn ich das Werk noch weiter fortsetze, so soil es Bandweise, und mcht 
Bogenweise geschehen Du soUst ein complettes Exemplar haben, sobald 
eins fertig 1st ^ 


‘ Schn/ten, xvii, pp 353 f 
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St Lxxxm-dv did not appear until Easter, 1769; and at the same 
tune the entire work was published in two volumes by the &rm of 
J H Cramer in Bremen 

The AnkUndtgung — of the separate pubhcation of which on April 22 
no copy appears to be extant* — ^fulfils a twofold purpose The first 
part, m which the public is invited to give its best support to the new 
undertaking, takes the place of that later announcement which Lowen 
had promised in his Vorlaufige Nachruht, the latter half is an introduction 
to the journal itself Lessing makes clear his independence of the 
management of the theatre , and by way of warmng his readers that 
they will not find in his pages untempered praise, anticipates the 
mediocnty of the repertory which the theatre wiU offer, the choice 
of good plays is very hmited, and even with the best will, a practical 
theatre cannot always choose only the best , it must cater for the tastes 
of Its pubhc and provide its actors with parts in which they can display 
their talents Nor must the public cherish too high hopes of the acting 
a theatre in which even the ‘ Lichtputzer ’ is a Garrick {ii, 89) is an 
impossible ideal Before the undertaking had proceeded very far he 
saw that he was on dangerous ground here, as we have seen, the 
actors resented being cnticised, and after the twenty-fifth number the 
Dramaturgie as a ‘ critisches Register’ was shorn of one of its important 
features Lessing ceased to comment on their performances at aU * 

But changes of plan set in from the beginmng In the first place, 
Lessing did not keep pace with the performances, he began a week 
late, and when he had completed what he had to say about the first 
evemng, the theatre had been open for twenty-two evemngs In 
St xxxii, which IS dated August 18, he was still only discussing the 
performance of July i The suspension of serial publication with St 
xxxn robbed the Dramaturgie of all pretension to be a journalistic 
commentary on the work of the theatre, and Lessing himself felt still 

* Cp G C Redlich, (Lessings Hempel ed , xix, p 701), 

also F MuneJeer (Sckriften, ix, p vi) ‘ Die paar Blatter, wahrschemlich em Uiukum, 
befanden sich einst im Besitze Dr F A Cropps in Hamburg, nach dessen Tode sie 
in die Hamburger Stadtbibliothek gelangten Hicr aber waren sie augenbhcUich 
mcht aufzufindcn Indes scheint die Texteskritik dadurch luchts vcrloren zu haben 
Wemgstens kann Redlich sich kemer textlichen Varianten dieses Einzeldrucks 
ermnem, nur der aussere Satz des Druckes war von dem im ersten Bande der 
"Dramaturgie” verschieden ’ 

* Mad Hensel insinuated that Lessing paid insufficient attention to the per- 
formances of the actors, that he walked restlessly about, or stayed at the buffet 
while whole acts were being played, only lookmg now and then through the open 
door of the parterre (Gp W Oehike, Lessing und seme Zeil, ed at ti, p 20 ) 
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less under compulsion to maintain touch with it. Accordmgly St 
xxxm to XXXV are devoted to Favart’s Solimann II, and St. xxxvi to l 
to discussions prompted by Voltaire’s Mirope When he had fimshed 
with the latter play, nominally on October 20, the theatre had been 
playing nearly six months 

The first season of the company came to a close on December 4, 
and they betook themselves to Hanover, where they played for four 
and a half months in the small Schlosstheater Lessing was under no 
obhgation to accompany them, the more so as they were only to 
repeat their Hamburg repertory, in any case, his interest in Bode’s 
printing business made his presence in Hamburg desirable It fell 
to him in these months to keep the Dramaturgie going until the company 
returned ‘ But as at their departure he was only in the midst of 
discussing — nominally, at least — the forty-fourth evening, July 15, he 
hacf obviously plenty of material to go on with By this time, however, 
his breach with the activity of the theatre was complete, and all 
pretension of offering a ‘cntisches Register’ was abandoned, and 
after St lxii, which is dated December 4, he only discusses — and 
hardly even discusses — seven plays, the last being that given at the 
performance of July 28, 1767 

All this will be made clear by the following table 



Nominal 

Actual date 

Date of performance 


date 

of publication 

discussed 

No 

1767 

1767 

1767 

Ank 

April 22 

April 22 

— 

1 

May 1 1 



11 

5 

j May 8 


m 

sj 

1 


IV 



1 (April 22) 

V 

15' 



VI 

19 



VII 

22 



viu 

26 


ii-iv (April 23-27) 

IX 

29 


IV (April 27) 

X 

June 2 


v-vi (April 28-29) 

XI 

5 


VI (April 29) 

XII 

9 


VI -vm (April 29- May i 

XIII 

12 


ix-xi (May 4^) 

XIV 

16 

As dated 

xi-xv (May ^12) 

* See Lessing’s letter 

to Nicolai of February 2, 1 768 {Sckriften, xvii, p 243) 


‘Ich muss um mich grcifen, um die Matcrie zu memer Dramaturgic so lange zu 
dehnen, bis die Gesellschaft wieder nach Hamburg kommt.' 
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Noimnal 

Actual date 


date 

of publication 

No 

1767 

1767 

XV 

June 19 

■ As dated ) 

XVI 

23 

J 

XVII 

a6 


XVUI 

3 ° 


XIX 

July 3 


XX 

7 


XXI 

10 


xxn 

14 


xxin 

•7 


xxrv 

21 


xxv 

24 


XXVI 

a8 


xxvn 

3 > 


xxviu 

August 4 


XXIX 

7 


XXX 

1 1 


XXXI 

' 4 j 


XXXII 

.8, 

1 

xxxin 

ai 1 

[ December 8 ] 

XXXIV 

251 

XXXV 

asj 

1 i 

XXXVI 

September 1 1 


XXXVII 

4I 

i December 15 ' 

XXXVUI 


XXXIX 


1 

XL 

'51 

1 

XLI 

iBI 

Decembei 22 

XLIl 

aa I 

xLiir 

25J 

1 

XLIV 

291 

1 

XLV 

XL VI 

October 2 1 
6 

v December ag 

xLvn 

9J 

1 

XLVTir 

' 3 ] 


xux 

16 1 

1768 

L 

20 1 

January 5 

LI 

23] 

> 

Ln 

27] 


LUI 

November 3 


LTV 

6 


LV 

10 


LVI 

13 


Lvn 

17 

1 1 
1 


Date of performance 
discussed 
1767 

XVI (May 13) 

xvn-xx (May 14-19) 
xxi-xxn (May ao-ai) 
XXII (May ai) 
xxin-xxv (May aa-ad) 
xxvi-xxvii (May a9-June i) 
xxvin-xxx (June 2-4) 

XXX (June 4) 

xxxi-xxxn (June lo-ii) 
XXXII (June 1 1) 
xxxiu-xxxiv (June la-ag) 
xxxiv-xxxv (June 29-July i) 

XXXV (July i) 


xxxvi (July 3) 
xxxvi-xxxvm (July 3-7) 


xxxvm (July 7) 


xxxix ( July 8) 

(July 9) 

xu-XLU (July 10-13) 
XLm-XLTV (July 14-15) 
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Nominal 

Actual date 


date 

of publication 

No 

1767 

1768 

Lvm 

November so 

Serial pubb- 

ux 

24 

cation con- 

LX 

27 

tinued, but 

LXI 

December i 

irregularly. 

Lxn 

4 

one or two 

Lxin 

8 

parts each 

LXIV 

1 1 

week, until 

LXV 

15 

June 9 

LXVI 

18 


LXVU 

22 


LXVIII 

25 

■ 

LXIX 

29 


LXX* 

1768 

January i 


LXXI 

5 

) 

LXXII 

a 

I 

LXXIII 

12 


LXXIV 

15 


LXXV 

'9 


LXXVI 

22 


LXXVII 

26 


Lxxvni 

29 


LXXIX 

February 2 


LXXX 

5 


LXXXI 

9 


LXXXU 

12 

, 

LXXXUl 

16' 


LXXXIV 

■9 


LXXXV 

23 


LXXXVI 

26 


LXXXVII- 

March 4 


Lxxxvni 

LXXXIX 

8 


XG 

1 1 

v 

XGI 

15 


XCII 

18 

1769 

XCIU 

22 

Easter 

XGIV 

25 

, 

XCV 

29 

• 

XCVI 

April I 


XGvn 

5 


XGVin 

8 

- 

XCDC 

12 


G 

>5 


G— CIV 

19. 

. 


ni. 


Date of performance 
discussed 
1767 


XLiv (July 15) 


XLIV-XLV (July 15 - 17 ) 
XLV (July 17 ) 
XLV-XLvni (July 17 - 22 ) 


XLvm (July 22) 


XLVIII-L (July 22-24) 
u (July 27) 


LI (July 27) 


Lii (July 28) 
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Lessing himself was fully aware of the shortcomings of his journal 
and of Its failure to meet the expectations of the pubhc In St L 
(g ff ), after devoting fourteen numbers to a smgle play, he apologises 
to his readers for not givmg them the ‘ thcatraiische Zeitung’ they 
had hoped for, full of ‘ kurzweihger, auch wohl cm wemg skandaloser 
Anekdoten von Schauspielern und besonders Schauspielennnen ’, but 
only ‘lange, emsthafte, trockne Kntiken ubcr alte bekannte Stlicke, 
schwerfalhge Untersuchungen uber das, was in ciner Tragodic scyn 
sollte und mcht seyn sollte wie gesagt, ich betauere sie sie sind 
gewaltig angefuhrt ' — Doch im Vertrauen , besser, dass sie es sind, 
als ich ’ And m St xcv, after a tedious discussion of characters in 
drama, he says (138) ‘Ich ennnere hier meine Leser, dass these 
Blatter mchts wemger als ein dramatisches System enthalten soUen 
Ich bm also mcht verpflichtet, aUe die Schwierigkeiten aufzulosen, 
die ich mache Meine Gedanken mogen immer sich wenigei* zu 
vcrbinden, ja wohl gar sich zu widersprechen scheinen wenn es denn 
nur Gedanken sind, bey welchen sie Stoff finden, selbst zu denken 
Hier will ich mchts als Fcrmenta cogmtionis ausstreuen 

In the closing secuon of the Dramaturgie, he reviews the disastrous 
course of the undertaking and voices his bitter disappointment at its 
failure The hopeful tone in which he had welcomed it in his Ankmdt- 
gung (22 ‘So gluckhch sey Hamburg in allem, woran seinem Wohl- 
stande und seiner Freyheit gelegen denn es verdienet, so glUcklich zu 
seyn’) gives place to the melancholy plaint at the close (ci-civ, 362) 

Der susse Traum, ein Nationaltheater hier m Hamburg zu grunden, 1st 
schon wieder verschwunden und so viel ich diesen Ort nun habe kennen 
Icmen, durfte er auch wohl gerade der seyn, wo ein solcher Traum am 
spktesten in Erfullung gehen wird “ 

This epilogue, or ‘Nachspiel’ as he calls it, to the Hamburguche 

1 In his Colleitanea {Scknjterif xv, p 423) Lessing had extracted, with a view to 
utilising It in his Laokoon, the following passage from Solinus’s prefatory chapter 
to his ColUctaiixa rerum memorabilium (Pracfatio, cap i ) ' Cui si animum propius 
intcnderis, velut fermentum cogmtioms magis ei messe, quam bracteas eloquently 
deprchcndcB ' (Cp Schrotcr and Thiele, Lessings Hamburguche Dramaturgies Halle, 
1878, p 561 ) He used the work of Solinus in bis Antiquansche Brief e (xxiv, Schriftm, 

P 3 ° 5 ) 

■ To Klotz Lowen wrote on December 29, 1768 {Briefe Deutscher GelehrUn an 
Klotz, heraiiflg von J J A von Hagen, u (Halle, 1773), p 5, quoted by Petersen, 
ed ett p 265),thathehadresignedhisdirectorship/da,allerVersucheohngeachtetj 
Deutschland me die HolTnung zu cinem National-Theater wird erfullt sehen 
Auch Hr Lessing hat sich von alien Theatrahschen Vcrbindhchkeiten losgemacht 
und geht un Monat Marz narh Italien * 
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Dramatur^ will remain always memorable as contaimng one of the 
few personal confessions which Lessing, a man at no time given to 
wearing his heart on his sleeve, has left us 

Denn warum [he asks (ci-civ, ao)] sollte nicht auch ein Nachspiel eincn 
Prolog haben durfen, der sich mit einem Poeta, cum prunum ammum ad 
Bcnbendum appulit, anfinge^*^ 

Als, vor Jahr und Tag, [he continues] einige gute Leute hier den Einfall 
bekamen, einen Versuch zu machen, ob nicht fur das deutsche Theater 
sich etwas mehr thun lasse, als unter der Verwaltung eines sogenanntcn 
Principals geschehen konne so weiss ich mcht, wie man auf mich dabey 
fiel, und sich traumen liess,dass ich bey diesem Unternehmen wohl nutzhch 
seyn konnte ^ — Ich stand eben am Markte und war mussig , memand wollte 
mich dingen ohne Zweifel, wed imch memand zu brauchen wusste, bis 
gerade auf diese Freunde ' Ich bin weder Schauspieler, noch Dichter 
Man erweisct mir zwar manchmal die Ehre, mich fur den letztern zu 
erkCnnen Aber nur, wed man nuch verkennt Aus eimgen dramatischen 
Versuchen, die ich gewagt habe, sollte man mcht so freygebig folgem 
Nicht jeder, der den Pinsel in die Hand mmt, und Farben verquistet, ist 
ein Mahler Die altesten vonjenen Versuchen sind in den Jahren hmge- 
schneben, in welchen man Lust und Leichtigkeit so gern fur Gcme hSJt 
Was in den neuerern ertragliches ist, davon bin ich mir sehr bewusst, 
dass ich es einzig und allein der Critik zu verdankcn habe Ich fuhle die 
lebendige Quelle mcht m imr, die durch eigcne Kraft sich empor arbeitet, 
durch eigene Kraft in so reichen, so frischen, so reincn Strahlen aufschiesst 
ich muss alles dutch Druckwerk und Rohren aus mir herauf prcssen Ich 
wurde so arm, so kalt, so kurzsichtig seyn, wenn ich mcht eimgermaassen 
gelernt hatte, fremde Schatze bescheiden zu borgen, an fremdem Feuer 
mich zu warmen, und durch die Glaser der Kunst mem Auge zu stdrken 
Ich bin daher immer beschamt oder verdrusslich gewordcn, wenn ich 
zum Nachtheil der Critik etwas las oder horte Sie soil das Geme ersticken 
und ich schmeichelte mir, etwas von ihr zu erhalten, was dem Genie sehr 
nahe kommt Ich bin ein Lahmer, den eine Schmahschrift auf die Krucke 
unmoghch erbauen kann * 

^ This quotation from Terence is from the opemng of the prologue to the Andna 

• Cp Lessing’s letter to Ramler of April 21, 1772, after the appearance of 
Emilia Galotti {Sckriften, xvin, pp 32 f) ‘Kritik, will ich Ihnen nur vertrauen, 1st 
das einzige Mittel, mich zu mehrerem aufzufnschen, oder vielmehr aufzuhetzen 
Denn da ich die Kntik mcht zu dem kritisirten Stucke anzuwenden im Stande bm, 
da ich zum Verbessem uberhaupt ganz verdorben bin, und das Verbessem eines 
dramatischen Stucks insbesonderc fast fur unmoghch halte, wenn es einmal zu 
emem gewissen Grade der Vollendung gebracht ist, und die Verbesserung mehr 
als Kleimgkeiten betreffen soil so nutze ich die Kritik zuverlassig zu etwas Neuem 

^Also, liebster Freund, wenn auch Sie es wollen, dass ich wieder einmal etwas 
Neues in dieser Art machen soil, so sehen Sie, worauf es dabey nut ankoimnt — 
mich durch Tadel zu reitzen, mcht dieses Nehmhche besser zu machen, sondem 


9-2 
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ilberhaupt etwas Bcsseres zu machen Und warn auch dieses Bessere sodann 
nothwendig noch seme Mkngcl haben muss so ist dieses allein der Ring durch die 
Nase, an dem man mich m umnerwahrendem Tanze erhalten kann '( quoted by 
Petersen, ed ctt p 264) 

The phrase ‘Ich bin em Lahmer’, etc (57) is possibly an allusion to a passage 
in Edward Young’s Conjectures on Original Compontton (translated by “G ” (Hamburg, 
i76o)andbyv T(eubem] (Leipzig, 1760)) The passage runs in Geniian(v Teubem’s 
translation, and ed 1761, p 29) ‘ Derm Schonheiten, die man noch me m Regeln 
vorgeschnebcn, und etwas Vortrelliches, von dem man noch kem Exempel hatte, 
(und diess 1st die Charaktenstik des Genies) dicse liegen weit ausser den Granz- 
zeichen der Herrschaft der Gelehrsamkeit und ihrer Gesetze Diese Granzzeichen 
muss das Gcme ubersprmgcn, um zu jenen zu gclangen Aber bey diesem Sprungc, 
worn das Genie fehlt, brechen wir den Hals, und verlieren das klemc Anseben, in 
dessen Besitz wir vielleicht vorher waren Denn Regeln smd wie Krucken, eine 
nothwendige Hulfe fur den Lahmen, aber em Hmdemiss fur den Gesunden ’ 
(' For Rules, like Crutches, are a needful aid to the Lame, tho’ an Impediment to 
the Strong ’ Conjectures on original Composition, in a Letter to the Author of Sir Charles 
Grandison, London, 1759, p 28 ) Reference to the quotation is made also in the 
Litteraturbrufe [Brief e, die neuesie Liiteratur betreffend),BoT\m, 1759-65, xii, p 327, 
No cciv (December 17, 1760 For another reference to Young, cp Dramaturgie, 
xxxvi, 107, where Lessing refers to a phrase from The Last Day (Bk 1 , 1 60) which 
is also quoted by Mendelssohn in Bibliotkek der schonen Wusenschaflen, 1 (1), 1757, 
P 95 
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LESSIJ^G’S CRITICISM OF THE DRAMA 


CHAPTER V 

THE GERMAN PLAYS OF THE REPERTORY 

Lessing was, as we have seen, under no illusions as to the poverty of 
the repertory in plays of German origin In 1 760, reviewing a volume 
of ^eisse’s dramas, he had frankly admitted ‘ dass es mit dem deutschen 
Drama noch so gar elend aussiehet’,*^ and in the Dramaturgie (lxxx, 
30) he endorses Lowen’s plaint ‘ Wir Deutsche bekennen es treuherzig 
genug, dass wir noch kein Theater haben ’ He welcomed the under- 
taking in Hamburg as the possible beginning of a better state of things 
{Ank 37), but he had grave doubts about the quality of the dramas 
which were available, the choice was small, and ‘wenn nicht immer 
Meisterstucke aufgefuhret werden sollten, so sieht man wohl, woran 
die Schuld hegt’ (Ank 71) Lessing understood the situation too well 
to reproach Hamburg — as some of his modern critics would like to 
see him do — with the fact that the plays of French origin performed 
in Its National Theatre so seriously outnumbered the native pro- 
ductions 

In the present chapter I bring together what Lessing has to say in 
his journal concerning German dramas and German dramatists I 
discuss in particular the sources of his knowledge and the grounds on 
which his own judgments are based It will be convenient to deal 
with the dramas here, not in the order in which they are reviewed in 
the Dramaturgie, but under their authors, arranged in an approximately 
chronological sequence 

J C GOTTSCHED 

When the ‘Enterprise’ opened in 1767, Gottsched had only been a 
little over four months dead , but he had long ceased to be a vital or 
even a respected power m the literary world over which he had once 

* Litter aturbrufe. No Ixxxi (February 7, 1760), Schnften, viu, p. a 18. 
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ruled dictatonally Der sterbende Cato, that production of ‘ scissors and 
paste’, 1 had not been a playable tragedy since about 1750 In a 
certain sense, however, the Gottschedian era was not yet a thing of 
the past, of the plays in the Hamburg repertory no less than five 
came from Gottsched’s Deutsche Schaubuhne Das Gespenst mit der Trommel, 
Zayre, Altire, Der poetische Dorf junker and Die Hausfranzosinn , and of 
these, all but Alzire were performed during the penod of Lessing’s 
criticism He had the six volumes of Gottsched’s collection at hand, 
and he turned, as will be seen, to Gottsched’s introductions when the 
plays from it were performed The affair of the bamshment of the 
Harlequin by Gottsched and Carohne Neuber is recalled (xvni, 2a) ,* 
and even echoes of the Cntische Dichtkunst are not lacking ® In St 
Lxxxi (24) Lessing pronounces his final word on the old dictator of 
German taste, as one of whose disciples he no doubt regarded himself 
when he began his literary career in Leipzig In his youth, he says, 
Gottsched had been hailed as a poet, because in those days people did 
not know how to distinguish between the poetaster and the poet, he 
clung in his vanity to the belief that he was a poet, whereas he was 
merely a verse-maker ‘ Er konnte unmoghch erlangen, was er schon 
zu besitzen glaubte und je alter er ward, desto hartnackiger und 
unverschamter ward er, sich in diesem traumenschen Besitze zu 
behaupten ’ 


FRAU LAV GOTTSCHED 

In the Dramaturgie the old antagomsm to Gottsched is transferred to 
his spouse, ‘seme gel ehrte Freundinn’ (xiii, ii) * Against her, indeed, 
is directed the most negative and bitter criticism which falls to any 
German writer The repertory included in Lessing’s time, besides 
Frau Gottsched’s translations of Destouches’ Das Gespenst mit der 
Trommel and Der poetische Dorfjunker, and Madame de Grafigny’s 
Chile, one original play by her. Die Hausfranzosin (xxvi, i ) ® Lessing 

^ Litteraturbriefe, No xvii (February 16, 1759), Schnften, viu, p 42 

• See below, pp 424 ff 

“ See below, pp 458 f Cp also p 441 

* Gottsched alludes to his wife in the prefaces to the Deutsche Schaubuhne as ‘ die 
geschickte Obersetzennn ’ (1, p 16), ‘meme fleissige Freundinn’ (n, p 37), and 
‘memer fleissigen Gehulfinn’ (in, p vi) 

' He also mentions Das Testament (xxvi, 9) , it is in vol vi of the Deutsche Schaubuhne 
(' 745 ) 
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found in Gottsched’s recommendation of this piece the following 
[Deutsche Schaubuhne, v, 1744, p 11) . 

Mehr glaube ich zu ihrem Ruhme mcht sagen zu dorfen da jene [Du 
Hautfranzosmn] schon sehr vielfaltig, sowohl hier, als in Berlin, und auf 
verschiedenen Schulen, und zwar nut grossem Beyfalle, auf die Schaubuhne 
gebracht worden 

But the play finds no mercy at Lessing’s hands, it is ‘mcht allein 
medng, und platt, und kalt, sondem noch oben darein schmutzig, 
eckel, und im hochsten Grade beleidigend ’ How could a lady wnte 
such stuff Little can be said now-a-days in Frau Gottsched’s defence, 
but It IS difficult to see that her play is so much worse than other 
comedies which Lessing treats with indulgence His old feud with 
Gottsched was not yet dead 


C F GELLERT 

Lessing has occasion to speak of two representatives of the early 
‘Saxon comedy’, Gcllert and Johann Ehas Schlegcl Only Gellert’s 
longest-lived piece, Die kranke Frau (a one-act ‘Nachspier),was in the 
repertory , and it calls forth some warmth of appreciation (xxn, 4) 
Lessing regards Gellert as the comedy-wnter whose plays are most 
intimately German , they are true pictures of domestic life — ‘ Familien- 
gemahlde’ Lowen had said of them (Geschichte des deutschen Theaters, 
ed cit p 47) 

Hier erbhekt man lauter deutsche Famihengemahlde, wovon die Anlagen 
und Auszeichnungen vortrefflich gerathen sind Fur das Theater 1st 
ohnstreitig die kranke Frau sein schonstes Stuck, ohne die unerheblichen 
Critiken zu gedenken, die man vielleicht bey dem alien Wahrmund machen 
konnte 

These plays, Lessing adds, hold the mirror up to the folhes of everyday 
life, but the author’s excessive realism leads to a monotonous flatness 
which leaves us cold His fools, in particular, need some polishing 
and heightening of their colours to make them acceptable Die kranke 
Frau, moreover, had aged by 1767, and the Hamburg audience must 
have found it difficult to interest itself in so old-fashioned an article of 
dress as the ‘Adrienne’ (xxii, 33)^ on which the plot turns 


* See above, p 78, note 2 
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J E SCHLEGEL 

Of Johann Ehas Schlegel’s two comedies, Die stumme Schonhett and 
Der Triumph der guten Frauen, Lessing speaks with great appreciation 
the former is in his view (xiii, 51) ‘unstreitig unser bestes komisches 
Original, das in Versen geschrteben ist’, the latter (lh, 3) ‘unstreitig 
ernes der besten deutschen Onginale’, indeed, it is not merely 
Schlegel’s best work, but ‘die beste deutsche Komodie’ (ui, 105).^ 
Lessing possessed the edition of Schlegel’s Werke edited by his brother 
J H Schlegel (vols i-iv, Copenhagen and Leipzig, 1761-66 [vol v, 
1770]) His information concerning Die stumme Schonhett (xm, 48) is 
drawn from the ‘Vorbencht’ prefixed by the editor (11, p 471) 

Die stumme Schonheit ward fur das neuernchtete Kopenhagensche 
Theater geschneben, um auf demselben in emer danischen Uebersetzung 
aufgefuhrt zu werden Die Uebersetzung 1st meines Wissens me zu Stande 
gckommen, und daher 1st auch die erste Bestimmung dieses kleinen Lust- 
spiels weggefallen Es 1st 1747 gedruckt, und in eine Sammlung mit dem 
Tnumphe der guten Frauen und der Langenweile gebracht 
worden 

Schlegel’s brother also makes the suggestion {Werke, ed cit v, p 
xxxxiv), which It IS impossible now-a-days — and was impossible 
even in Lessing’s time® — to verify, that the manners of the play are 
specifically Danish rather than German (cp xiti, 50) , but here the 
editor may be only echoing Lessing The criticism of the play® u 
mainly concerned with the acting of the parts of Frau Praatgern 
and Charlotte, with this, as well as with the controversy concerning 
the use of verse or prose, I deal elsewhere * 

In discussing Der Triumph der guten Frauen in St Ln, Lessing turned 
to Mendelssohn’s article in the Litteraturbriefe of January 31, 1765 ® 

1 In the LitteraturbTiefe, No xvi (February B, 1759, Schriften, viii, p 40) Lessing 
had described Schlegel as the writer ‘der doch bis itzt dem deutschen Theater die 
meiste Ehre gemacht hat ’ 

■ ‘Stl ’ m Klotz’s Deutsche Bibhotheh, 111 (ix), 1769, p 49, commented ‘Warum 
die Sitten in der Stummen Schonheit mehr daiusch, als deutsch, seyn sollen, sehe 
ich in der That nieht ein ’ 

• The piassages quoted are from scenes v and viii ( Werke, ed cit 11, pp 485, 492) , 
for ‘dass sie mchts spricht, kommt daher, well sie nichts denkt’ (xiii, 77), see the 
last line but two of the play 

• See pp 37, 461 ff 

• Litteraturbriefe, No cccxii (ed at xxi, pp 129 ff), Mendelssohns Gesammelte 
Schnften, Leipzig, 1843-5, w, 2, pp 455 ff 



The German Plt^s of the Repertoiy 137 

There he read ■ ‘ Dieses Lustspiel wird, wie ich hore, auf alle deutsche 
BUhnen mit Beyfall aufgefuhrt, und auch vom Lesen zu urtheilen, 
mochte ich wenig deutsche Lustspiele ihm gleich schatzen ’ Lessing 
then proceeds (50) to quote his friend’s article on the essentially 
French characteristics of the persons in the play ^ 

But Lessing has more to say of Schlegel’s comedies In the first 
paragraph of St m he speaks of two earlier pieces, Der geschaftige 
Mussigganger and Der Gehemnissvolle The former play, which was first 
published in the Deutsche Sckaubukne (iv, 1743, pp> 263 ff), with a 
most laudatory recommendation by Gottsched,* is described by J H 
Schlegel as his ‘erste Arbeit furs koimsche Theater, wenn man einige 
kleinere Versuche ausmmmt, die er selbst unterdruckt oder doch 
zurilck gehalten hat’ ® Lessing’s criticism of Schlegel’s wit (8) is 
suggested by the following remarks of J H Schlegel 

Niemand wird es so leicht ernes Mangels am Witze beschuldigcn, abcr 
ein entgegengesetzter Vorwurf wird schwerlich abzulehnen seyn, dass es 
namlich bisweilen zu viel Witz hat, einen solchen, der zu lange bey einem 
Einfalle stehen bleibt, der den Situationen, in dencn man ihn anbnngt, 
mcht angemessen 1st, und also der Natur, die er nachahmen will, ungetreu 
wird Es konnte seyn dass these Malerey der Sitten sich zu oft und 
zu lange auf Kleinigkeiten erstreckte, die immer das meiste im taglichcn 
Umgange ausmachen, und dass daher in gewissen Scenen, zumal einzeln 
betrachtet, das Stuck matt und langwcilig schemen mochte Aber wie 
konnte wohl ein geschafftiger Mussigganger anders gezeigt werden, als 
mit Kleinigkeiten umgeben^* 

With regard to Der Geheimnusvolle^ (written in 1746, published in 
1747) Johann Elias Schlegel had himself suggested the companson 
with Mohere (14) 

Dieses Lustspiel stelJt einen von denenjenigen Gharakteren vor, die 
Mohere denen zuruckgelassen hat, die in seine Fusstapfen zu treten 

1 The quoted passages will be found in the iitteraturine/e, erf cit xxi, pp 133 fF, 
Gesammelte Sckn/ten, erf cit iv, a, pp 456 f 

‘ Vorrede, p 12 ‘Wie sich Scudery, und beyde Corneillen in Frankreich, 
Schakespear in England, und Andreas Gryphius im Deutschen, sowohl in comischen 
als tragischen Stucken versuchet haben so hat sich auch dieser geschickte Poet an 
beyde Arten der theatralischen Dichtkunst wagen, und von der Welt den Ausspruch 
erwarten woUen ob er zu der ernsthaften oder lustigen Buhne geschickter sey ' 

® J E Schlegels Werke, erf eit 11, p 47 

* Ibid pp 48 r , also referred to by Cosack, op at p 283 

' Schonemann selected Schlegel’s Der Gehnmmssmlle to open his season in 
Rostock on May 1 1, 1751 , and it was performed subsequently, in the same year, in 
Hamburg (H Devrient, op at pp 188, 351) 
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Buchen woUen Er macht in seinem Menschenfcinde, im vicrten Auf- 
[t]ntte des zweyten Aufzugs, folgenden Entwurf davon [here follow the 
lines quoted in Lessing’s note] Ich hatte vorher zu verschiedenen malen 
versucht, diesen Charakter aufs Theater zu bringen, aber dasjetuge, was 
ich ausgcarbeitet hatte, allemal so beschaffen gefunden, dass ich fur das 
Beste hielt, es wieder zu unterdrucken Die grosste Schwiengkeit hierbey 
war diese, dass ich den Charakter des Geheimmssvollen dadurch umge- 
stossen haben wurde, wenn ich ihna einen Vertrauten geben wollen, dem 
er sich vollig eroffnet hatte, und dass es mir gleichwohl anfangs schien, als 
wurde ohne dieses Mittel die ganze Handlung vicler Dunkelheit unter- 
worfen seyn ^ 

The comparison with Cronegk’s Der Misstrauische (20) is suggested 
byj H Schlegel 

Der Charakter ernes Geheimmssvollen kann mchts anders zum Grunde 
haben, als ein Mistrauen, beydes gegen sich selbst und gegen andre Man 
darf sich also uber die Verwandtschaft nicht wundem, die sich zwischen 
ihm und dem Charakter ernes Mistrauischen zeigt, der nach der Zeit 
gleichfalls durch den schgen Baron von Cronegk auf die deutsche Buhne 
gebracht worden ^ 

And Mendelssohn had cnticiscd Cronegk’s comedy as follows 

Sein Lustspiel, der Misstrauische, 1st zwar meines Erachtens kaum mehr 
als mittelmassig Vielleicht 1st der Hauptcharakter keiner glucklichem 
Ausfiihrung fahig Wer Argwohn, Mistrauen und Mcnschenfurcht so 
weit treibet, erreget Widerwillen, und beynahe Mideiden, denn man 1st 
geneigt, seine Schwachheit fur einen Fehler des Gehirns zu halten * 


J C KROGER 

The very popular ‘Nachspiel’ Herzog Michel, by Johann Chnstian 
Kruger,* was inevitably in the Hamburg repertory Lessing, however, 
has little to say of it (cxxxm, 76), except to comment on its popularity 
He also mentions Kruger’s comedies. Die Candidaten, which, although 
it was not played within the penod covered by the DramatuTgie, he 

‘ Werke, ed cit 11, pp 185 f 

a Ibid p 188 

“ Litteraturbrufe, No cxci (October 15, 1761), ed at xi, p 187, Gesarrwulte 
Schnften, ed at iv, 2, pp 310 f 

‘ In St XXVIII, 21 Lessing spells his name ‘Kneger’, as he wrote ‘betncgen’, 
in Lxxxiii, 78, 82, 83, 88, however, ‘Kruger’ Lowen said of this writer (Geschichte 
des deutschm Theaters, ed at p 49) ‘Er hatte alle Aniagen, ein deutscher Mo here 
zu werden, aber er starb zu fruhe, und scin Verlust war fur die deutsche Buhne 
gross ’ He was bom in 1723 and died m 1750 
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may have seen in November, 1 767, and Die Geistltchen auf dem Lande * 
Krtigcr was, in addition, represented in the repertory by translations 
of several French plays Destouches’ Der verheyrathete Phtlosoph, prob- 
ably Regnard’s Der Spieler, and two by Manvaux, Der unvermuthete 
Ausgang and Der Bauer mil der Erbschaft 


G E. LESSING 

Of his own plays it was obviously impossible for Lessing to say much. 
When Der Schatz, his adaptation of Plautus’s Tnnummus, was performed, 
he referred (ix, 102) to its concentration in one act, and to the difficulty 
of the absence of female interest (i 13) C H Schmid commented in 
his Chronologie des deutschen Theaters {ed cti p 96) ■ 

9d sehr es der Leser auch von der Seite bewundert, dass es ohne aJle 
weibliche Rollen ausgearbeitet ist, so hat es doch eben deswegen auf den 
niedersachsischen Buhnen keinen grossen Beyfall finden wollen 

I refer later to the French and Itahan versions of Plautus’s comedy 
mentioned by Lessmg * 

Der Freygeist gives occasion (xrv, iii) for a protest against the 
alteration of its title® to Der beschamte Freygeist m Hamburg,* since the 
‘Freygeisterey’ of the play, Lessing argues, is not confined to Adrast 
In discussing his Miss Sara Sampson — the oldest German tragedy in 
the repertory except Canut — Lessmg admits (xiii, 125) that it is too 

^ Cp Lessing’s ‘Vorrede’ to the Vermischte Schriftcn of Ch Mylius [Scknften, 
VI, p 402) ‘Kurzvorher waren die Geistlichen aufdem Lande zum Vorschem 
gekommen Sie kennen dieses Stuck, es hatte emen jungen Menschen zum Ver- 
fasser, der hier in Berlm noch auf Schulen war, der aber nach der Zeit bessere 
Anspruche auf den Ruhm ernes guten koinischen Dichtcrs der Welt vorlegte, und 
aelbst aus Liebe zur Buhne cm Schauspieler ward, namlich den verstorbenen Hm 
Krieger * W Wittekindt ( J C ffruger, Berlin, 1898, p 33) questions the statement 
that Die Geistlichen auf dem Lande was written while Kruger was m the Graue Kloster 

* See below, pp 197 and 278 On the Plautme original see pp 330 f 

® The titles of plays were a matter in which Lessmg was particularly interested. 
See below, pp 467 f 

* The critic in the Deutsche Bibliothek (111 (ix), 1769, p 57) asserts that the title 

Der beschamte Freygeist was given to Lessing’s comedy in Hamburg m order to 
distinguish it from Brawe’s play of the same name (published as a supplement to 
the Bibliothek der schonen Wusenscha/ten, 1758) The earliest representations of the 
latter noted by A Sauer {J IV von Brawe, Strassburg, 1878, pp 49 f), were in 
Berlm in 1767, m Hamburg not until 1772 But Kurz (Bemardon) had played it 
in Numberg m 1766 (cp F Raab, J J F von KterZi P t 54 ) 
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long,^ but he does not approve of the Hamburg method of curtailing 
It. He turns then (xiv, i) to the review of his play m the Journal 
itranger of December 1761 (pp 5 ^ )j* which consists, fbr the most 
part, of a detailed analysis with extracts from a French translation ® 

^ Cp Lowen, Geschichte des deutschen TheaterSt ed at p 49 *Die Comodianten 
beschwercn sich, dass die letzten Sccnen im letzten Aufzuge zu lang sind, und aie 
haben vielleicht nicht ganz unrecht Inzwischcn sind sie doch nicht langweilig und 
ermudend ’ The first performance, at Frankfurt a/d Oder, had taken from three 
and a half to four hours Litzmann {F L SchrodcTy ed at 1, p 93) gives a note of 
the usual curtailments in the theatres of this time, and Weisse seems to have been 
responsible for those made in Leipzig in ^756 (Cp Danzel and Guhrauer, G E 
Lessing, ed at 1, p 324 ) On the playbill for the performance of Miss Sara Sampson 
m Hanover on February 23, 1769, a note was added, explaining the absence of a 
ballet or after-piece ‘ WegenLange des Stucks wird zum Beschluss Mile Ackermann 
eine italienische Ane singen * 

* Lessing's attention was drawn to the article by the Litter aturbriefe. No dclvi 
(January 27, 1763), at xvi, p 51 ‘Im December wird aus Herrn Lessmgs Miss 
Sara Sampson ein ausfuhrlicher Auszug geliefert und die schonsten Auftritteganz 
ubersetzt Es werden auch verschiedenc Einwurfe wider einzelne Scenen gemacht, 
die wohl emer naheren Beleuchtung werth waren Da man aber so zu sagen immcr 
das Buch bey der Hand haben muste, so wurde mjch dieses hier alzuweit fuhren 
Im ganzen lassen die Verfasser diesem Stuke alle Gerechtigkeit wiederfahren Ich 
weiss von guter Hand, dass dieses Trauerspicl vielleicht noch diesen Winter auf 
dem franzosischen Theater zu Pans wird aufgefuhret werden, Erne Ehre, die 
vielleicht noch keinem Stuke, das nicht ursprunglich franzosisch 1st, wiederfahren 
seyn mag Herr Diderot wird auch nachstens die Uebersetzung dieses Trauerspiels 
und des englandischen Spielers mit vielen Anmerkungen herausgeben * (Petersen, 
ed at p 194, assigns this letter to Rescwitz ) On May 6, 1764, Lessing wrote to 
Weissc ‘Er [Professor Straubc] hat \on mir den Auftrag, mir die Theile von dem 
Journal etranger zu kauffen, in welchen, nach den Briefen uber die neueste 
Litteratur, einige von memen Geburthen recensiret sind Haben Sie die Gutigkeit, 
ihm solche nachzuweisen* (Schnften, xvii, p 207) Much of the review is reprinted 
by Danzel (Danzel and Guhrauer, op at 1, pp 467 ff ), who, on the strength of 
what was said in the Litteraturbriefey attributes it to Diderot himself This too may 
have suggested Lessing’s own reference (immediately following) to Diderot (xiv, 

4a) 

" The French translation of M\ss Sara Sampson appeared in Bielfeld's Progris des 
Allemands (3rd ed Leyden, 1767, 11, pp 343 ff) The French critic in the Journal 
itranger attributed the translation to a man ' qui donne ^ la culture des Sciences, 
des Lettres et des Arts (car il saenfie au chceur entier des Muses) tous les mtervalles 
que lui laissent ses importantes occupations’ (p 41 ) A translation of the play had 
been made by Trudaine de Montigny, and was played in the private theatre of the 
Due d’Ayen at St Germain-en-Laye, produemg so deep an impression that it was 
repeated several times According to Grimm, Correspondance httiraire (December I, 
1764) this translation was not printed Cp Hans Kinkel, Lessings Dratnen in 
FranJcreich (Diss Heidelberg), Darmstadt, 1908, p 4, cp also T Supfle Geschuhte 
des deutschen Kultureinfiuises auf Frankreuh, Gotha, 1886-8, 11 (1), pp 6 f , 184 
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Lessing’s quotation, however, concerns rather the ‘btlrgerliches 
Trauerspiel ’ as a form of drama* than Mtss Sara Sampson itself The 
French cntit had much praise for the play, but he had objected (xiv, 
55) to several scenes and situations as being exaggerated or incon- 
sistent, he had said (pp 39 f) 

Du reste on ne peut disputer k M Lessing le vrai g6nie de la Podsie 
dramatique, c’est k dire, le don de se penetrer des sentimens les plus intunes 
de la nature, et de les exprimer avec beaucoup de chaleur, d’dnergie et de 
vdntd Nous ne desirons dans sa Piece que plus de precision et de rapidiCe 
dans le dialogue, des scenes moms alongees et par consequent plus vives, 
en un mot un tissu plus serre dans I’lntrigue et dans I’action, mais surtout 
moms de negligence dans la mamere de preparer et d’amener les ^venemens 

To this Lessing rephes (xiv, 59) by quoting Voltaire’s retort to the 
cntics of his Enfant prodigue 

Je recevrai avec resignation toutes les critiques de Mr d’Argental, mais 
on ne peut pas toujours executer ce que nos amis nous consedlent II y a 
d’ailleurs des ddlauts necessaires Vous ne pouvds gudrir un bossu de sa 
bosse, qu’en lui otant la vie Mon enfant est bossu, mais il se porte bien “ 

Amongst Lessing’s papers is the following which may have been 
intended for use when Miss Sara Sampson was repeated on July 20 
(ucxm, 15) 

Den — ^ward Miss Sara Sampson wiederhohlt 

Auch der H Baron von Bielefeld hat in der neucn Ausgabe seines 
Progres des Allemands etc [a Leide, 1767 8 T II p 343] dieses Stuck 
durch einen umstandlichen Auszug den Auslandern bekannt machen 
wollen Der Verfasser muss ihm fur diese Ehre verbunden seyn, abcr sollte 
er mcht eines und das andre gegeii das Urtheil des H Barons einzuwenden 
haben^ 

‘ Sara Sampson,’ sagt H v Bielefeld, ‘ 1st zwar ein ursprunglich deutsches 
Stuck, gleichwohl scheint der Stoff aus englischen Romancn genommcn 

'■ See below, pp 397 ff 

* The passage comes Irom a letter to Berger of October 24, 1736, cp C B 
Boxberger {Einzelheiten uber Voltaire bn Lessing, Dresden, 1879, p 17), who refers 
the anecdote to Atzire, and comments that he does not know how Lessmg came to 
be aware of this letter Lessing found it in the Lettres secrettes de Mr de Voltaire, 
pubhees par Mr L B [J B R Robinet], Geneva, 1765, Lettre xix, p 71 This 
collection of letters was included in the Recaeil de nouvelles pilces, supplementary to 
the Geneva edition of Voltaire’s works, viii (1765), reprinted at ‘Francfort et 
Leipzig ’ m the same year There was also a German translauon (cp G Bengesco, 
Bibliographie de Voltaire, Pans, 1882—90, lu, p 61) which may have been Lessing’s 
immediate source 
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oder nachgeahmt zu seyn, und dcr Geist, so wie dcr Geschmak diescr 
Nation, dannn zu herrschcn.’ 

Was soli dieses eigentlich sagen^ Dcr Stoff schcint aus englischen 
Romanen genommen zu seyn^ Emem die Erfindung von etwas abzu- 
streiten, istdazu ein ‘esschemt’genug^ Welches istderenglische Roman? ^ 

The first performance of Minna von Bamhelm on the Hamburg stage 
did not take place until September 30, 1 767,® too late to be recorded 
by Lessing himself But it is just possible that it has left some trace on 
the Dramaturgie May not the words at the close of St xxxvi (142), in 
which Lessing refers to his own refusal (‘mein Beyspiel’) to appear 
on the stage in answer to a call, relate to the first performance of 
Minna"^ Although St xxxvi bears the date September i, it was not 
pubhshed until December 15 ® Apart from Minna von Bamhelm the 
plays by Lessing which had hitherto been performed were Der Schatz 
(Apnl 27), Miss Sara Sampson (May 6) and Der Freygeist (May 12^ 


J C CRONEGK 

In the Litteraturbnefe (No Ixxxi, February 7, 1760) Lessing had 
bracketed together the two nvals for the pnze of the Bibbothek der 
schonen Wissenschaften, } F von Gronegk and J W von Bra we, ‘von 
welchen beyden ohne Zweifel der letztere das grossere tragische Genie 
war’ But the Hamburg theatre gave him no opportumty of discus- 
smg Brawe, his name is only once mentioned m the Dramaturgie (xrv, 
112) * 

To Gronegk fell the honour of opening the ‘Enterprise’ In 
cnticismg Olmt und Sophronia Lessing probably had before him the 
edition of Cronegk’s Schnften, pubhshed m two volumes by J P. Uz 

* Schriften, xv, pp 38 f 

* This date is not certain, the first performance may possibly have been on 
October i See above, p 33, note 2 

’ For evidence of addition subsequent to the nominal date see above, p go, 
note 2, and below, p 172, note i Lessmg's mode of addressing himself in the third 
person is illustrated in his letter to Mendelssohn of October 22, 1757 (Schnften, 
xvii, p 126) ‘ Es arbeitet hier noch ein junger Mensch an einem Trauerspiele ’ 
andinhislettertoNicolaiofJanuaryzi, 1758 (liirf p 133) ‘memjungerTragikus’ 

* Lessing’s spelling here, ‘Brave’, may be merely a misprmt, but cp also 
Litteraturbnefe, No hcxxi (February 7, 1760, ed cit v, p 83) For Lessing’s 
opinion of him, see especially his letters to Nicolai of February ig, 1757, and 
to Mendelssohn of February 18, 1758 (Schnften, xvii, pp 94, 138) 
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at Leipzig in 1760-61 (or possibly the ‘ncue rechtmasige und ver- 
bessertc Auflage ’ of 1 765-66) , but Roschmann’s conclusion of the 
play he probably only heard from the stage, although it had been 
printed m Vienna in 1764 The modern reader is hardly hkely to 
cavil at Lessing’s estimate of Olint und Sophroma, but it is not wholly 
fair to the poet. Lessing was under some compulsion, when the theatre 
opened, to pay tnbute to its two leading actors, Ekhof and Madame 
Hensel, thus he singled out their roles for particular consideration 
Now that of Evander, which Ekhof played, is an exceedingly small 
one, consistmg only of some hundred and eighty hnes in all , although 
Ohnt’s father, he is httle more than his confidant (n, 90) Indeed, 
after letting him appear in the two opemng scenes and in three bncf 
scenes in Act u, Cronegk seems to have lost sight of him altogether 
Roschmann, however, finds a place for him in his fifth act Olmt is 
naturally much the more important personage For a similar reason 
Lessing discusses Clonnde, played by Madame Hensel, and not 
Sophroma, the central female figure of the play, whose part is about 
twice the length of Glonnde’s , but Sophroma was played by Madame 
Mccour, and Lessmg, it will be remembered, was debarred from 
mentioning her Unfortunately these considerations have distorted 
the hterary criticism of the play, for most of the small modicum of 
poetry it contains is to be found in the lines that fall — especially in 
Act rv — to Sophroma Her role — in Tasso that of ‘einer heben, 
ruhigen, ganz geistigen Schwarmerinn ’ (i, 81)^ — was, at the best, not 
much to Lessing’s taste, but it was at least free from the extravagant 
inconsistencies which he condemns a httle too emphatically in Clonnde 
(v, 14) ‘ein schr abgeschmacktcs, widerwartiges, hasshches Ding’, 
he calls her, who rants ‘ in dem wahren Tone emer besoffenen Marque- 
tendennn’ (39) Nor is Lessing’s proof of the absurdity of her ‘so 
zittre’ (28) convincing, he was always a little intolerant of a poet’s 
nght to overstep the hrmts of the conventional When he says with 
Mendelssohn (see below, p. 146) that Cronegk’s characters are ‘ausser 
aller Natur ’ (v, 1 9) it is surely too sweeping a condemnation , Mendels- 
sohn failed to see that once or twice, and precisely in the part of 
Sophroma, Cronegk does nse above the dull rant of the German 
alexandrine — as he also does occasionally in his choruses 

* Mendelssohn, in a review of Cronegk’s works in the Luteraturbrufe (see below, 
PP 145 )i *l^cribcs Sophroma as ‘cinehcbcnswurdige Schwarmerinn’ {Litteratur- 
bn^e. No cxci, ed at xi, p 179, Gesammelte Schnjien, ed cit iv, 3, p 303) Cp my 
edition oS J^athan der Weise, Cambridge, 191s, p xxvi. 
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Gronegk is arraigned for his ignorance of Mohammedanism, and 
m particular for representing it as a polytheistic behef (i, 53) ^ a 
Mohammedan pnest — ^in Tasso, Lessing notes, it is a magician — 
could never have counselled the transference of the image of the 
Virgin — which Gronegk converts into a crucifix — from the temple 
to the mosque (50) ^ In making Olint steal the crucifix and thus 
jeopardise his people for so tnvial a cause, Gronegk, Lessing points 
out (67), gives the character of the hero a very contemptible side ’ 
In Tasso, moreover, it is his love for Sophroma alone which leads 
him to accuse himself When the king has the two lovers bound to 
the same stake, Olmdo says (canto 11, strophes xxxiii-xxxv — I quote 
from the translation of J F Koppe, Leipzig, 1 744 (pp 44 f ) which 
had, no doubt, been used by Gronegk) 

1 st dieses nun das Band, womit die Zartlichkeit, 

Uns zu vereiiiigen, bisher mir prophezeiht^ 

Soli das das Feuer seyn, das, wie ich hoffen wollte, 

Dereinst mit gleicher Brunst uns noch entzunden sollte'’ 

Mein Trost 1st, dass das Gluck, das mir dein Bette raubt, 

Mir deinen Holzstoss noch zum wemgsten erlaubt • 

Wir sterben, doch nur dich, nur dich beklag’ ich heute. 

Mein Schicksal aber nicht ' ich sterb’ an deincr Seite ' 

Und o wie wurde mir doch Tod und Schmerz und Pein 
So suss, so angenehm, so hochsterfreulich seyn, 

Erlangt’ ich nur das Gluck, m meinen letzten Zugen, 

Mit dir noch Brust an Brust und Mund an Mund zu fugen ' 

Damit alsdcnn mein Geist aus mcinen Lippen flog, 

Und aus den demigen die letzten Seufzer zog ' 

Lessing resents the allocation of all the virtues to the Christians, and 
all the vices to the heathens (vu, 25 ff ) , he also criticises — strangely, 
m view of what he himself was to do some years later — Cronegk’s 

’ The passages which Lessmg quotes (55 IT ) are from Act i, sc 1 and lu 
* In Mercier’s Olinde et Sophronu, Pans, 1771, which was based on a French 
translation of Cronegk’s play, the author makes the priest, Ismen, tear a manuscript 
of the Koran instead, the image of the Virgin or the crucifix being, m Mercier's 
opimon, too sacred to bring on to the stage (cp W Gensel, J F von Cronegk, 
Leipzig, 1894, p loi) In the English play by A Portal, Olindo and Sophroma, 
London, 1758 (see below, p 150), the image of the Virgin is retained 

" Similarly Mercicr had said in the Preface to his own play ‘ ce qm, scion moi, 
d£tniit toute la noblesse du caraetdre de son H^ros ’ But might not Meraer have 
read the Drarmturgu? Cp. Lessmg’s defence of Mohammedanism in his ‘Rettung’ 
of Cardanus (Schnften, v, pp 315 ff) 
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ch<Hce of Jerusalem at the time of the Crusades as the scene of a 
drama preaching tolerance His condemnation of the play is largely 
based on the fact that he sees in it, wdth the Journal eruyclopidique (see 
below, p 149), a ‘Christian’ tragedy after the manner of Corneille’s 
Polyeucte (i, 105), whereas in Tasso’s treatment of the story (i, 35) 
the erotic theme is given more prominence than the rehgious one. 
Cronegk might have been allowed more credit, however, for his efforts 
to weld a recalcitrant epic story into a play 

The general character of Cronegk’s adaptation will be seen from 
a comparison of its plot (see above, p 56) with the following account 
of the episode as it appears in Tasso’s epic 

Aladin, king of Jerusalem, is persuaded by Ismeno, a renegade Christian 
who has not entirely forgotten his old faith, to place an image of the Virgin, 
taken from a Christian church, in the mosque, he beheves that by this 
means Jerusalem will be rendered impregnable against the crusaders In 
the night it mysteriously disappears and the king, convinced that it has 
been stolen by some Christian, resolves to kill every Christian in the city, 
if the thief does not give himself up Hereupon the beautiful Christian 
maiden, Sofronia, to save her people, takes the responsibility for the theft 
on her own shoulders Then Olindo, who has long loved her, claims to 
have done the deed m order to save her As both maintain their guilt, both 
are condemned to die at the stake Clorinda, a Persian queen, saves their 
lives bv inducing the king to exercise clemency They marry, but are 
obliged to leave Jerusalem 


Lessing rightly criticises (u, 2) the suddenness of Clonnde’s con- 
version to Chnstiamty in Cronegk’s play, and its lack of adequate 
motive in her character, Sophroma’s words to her (17) m Act iv 
(Lessing by a slip writes ‘des dntten Akts’), sc iv, are not of a bnd 
to effect such a conversion Tasso manages this much better by 
reserving the conversion for Clonndc’s last hour, and Lessing also 
adduces the parallel of Zamore in Voltaire’s Alzire 

On the whole, the influence of Mendelssohn’s review of Cronegk’s 
works, which appeared in the Litteraturbnefe of October 8 and 15, 
1761,* IS plainly to be seen in Lessing’s cnUcism here Mendelssohn 
was of opinion that Olint und Sophronia was superior to Codrus^ of which 

^ Nos exc, cxci, ed at xi, pp 167 ff , Gesamnulte Si^hnfitn, ed at iv, a, pp 299 ff 
See also above, p 138, for Mendelssohn’s criticism of Cronegk’s comedy Dtr 
Misstrautsche 

* No cxci, flt/ XI, pp i75f , Gesammelte Schnjien, ed at iv, a, pp 303 f 
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he' had said. ‘Es gehoret freyhch zu den b^ten deutschen Traucr- 
spielen, aber leider' die besten deutschen Trauerspielc wilrden in 
Frainkreichund England kaumguteTrauerspieleseyn Mendelssohn 
also compares — as Lessing does (i, 16 ff ) — Cronegk’s treatment of the 
subject with Tasso’s, to the advantage of the latter * And although 
he does not deal with the excessive emphasis on martyrdom in the 
play, his cnticism of Cronegk’s Codrus was clearly present, as Cosack 
has shown (op cit p 24), to Lessing’s mind For his ‘beide haben 
mchts als das Marterthum im Kopfe’, etc (i, 84) the following passage 
from Mendelssohn may be compared ® 

Die vollkommenen Charaktere mussen dem Dichter ungemem gefallen 
haben AUe seme Charaktere uberschreiten die Natur Codrus, Medon, 
Ehsindc* und Philaide aind hochst tugendhaft, und Artander hochst 
lasterhaft Jene sind vollkommene Engel, diescr ein vollkommener Teufel 
Es herrscht daher eine unertragliche Einfbrmigkeit in den Gesinnungen 
der handelnden Personen Aus dieser Haufung der vollkommenen 
Charaktere 1st noch eine andere Unbequemlichkeit entsprungen Der 
Hauptvorwurf des Trauerspiels 1st der Tod des Codrus furs 'Vaterland, 
Codrus pro patria non Uinidus mori Die Bereitwilhgkeit sich dem Wohl 
des 'Vaterlandes aufzuopfern, sollte also in dem Charakter des Codrus 
hcrvorleuchten, und ihn von alien ubngen handelnden Personen un- 
terscheiden Allein Medon, Elisinde und Philaide sind alle Augen- 
bhck bereit, fur Athen, fur den Komg und einer fur den andern zu sterben 
Wennunter diesen grossmuthigen Seelen irgend eine Uneimgkeitentstehet, 
so 1st es immer um den Vorzug zu sterben, so sehr entfernt sind sie, von 
der feigen Liebe zum Leben, und also auch von der Beffemdung, mit 
welcher gemeine Seelen einen willigen Tod betrachten Der Zuschauer, 
den diese Heroische Gesinnungen bestandig vor den Ohren gehen [gellen], 
muss zuletzt das Betragen des Codrus cben mcht ausserordentlich linden 
Er wird sich vielmehr verwundern, dass der grosse Codrus den Tod furs 
Vaterland mcht so entschlossen, mcht so freudig stirbt, als jede andere 
von den handelnden Personen thun wurde In der That, der Entschluss 
fur Athen zu sterben, macht den Komg bckummert, unruhig und meder- 
geschlagen, mdessen dass die ubngen handelnden Personen mchts sehnlicher 
wunschen, als fur Athen, Oder auch einer fur den andern zu sterben Der 

^ Litteraturbru/e, No cxc, ed cit xi, p 167, Gesammelie Schnften, ed cit iv, a, 

pp 399 f 

* The suggestion (1, ag) that Tasso modelled his episode on Virgil’s Nisus and 
Euryalus {Aenetd, v, 394-36 1 , ix, 1 76-439) had not escaped the notice of the older 
commentators of Tasso, e g G Guastavim (11 Cqffredo, owero Gerusalemme hberata di 
Torquato, annotated by S Gentih and G Guastavim, Venice, 1760-1, 1, p 333) 

“ LiUeraturbrufe, No occ, ed at xi, pp i6g ff , Gesammelte Scknften, ed cit iv, a, 
P 301 

* Leslmg’s ‘Elesmde’ (97) is obviously a misprmt 
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Dichter hatte sich die ho^en heroischen Gesinnungcn ausspahren [auf- 
sparen] sollcn, daimt sie in dem Gharakter des Helden desto starker m die 
Augen leuchten mogen * 

In asserting that the ‘ scattered moral sentiments ’ (‘die eingestreuten 
Moralen’) form the best side of Cronegk’s work (ii, 100) Lessing was 
again repeating an opimon of Mendelssohn’s Of Codrus the latter had 
said (p 170 [301]) 

Es 1st wahr, die Sittenspruche des Herrn von C sind vortreflich, es ist 
wahr, er schddert die Tugend erhaben, und das Laster knechend und 
abscheulich, Allan je mehr dieses die Absicht des tragischcn Dichters ist, 
desto sorgfaltiger muss er sie verbergen Wenn er gerade zu moralisiret, 
so wird er frostig * 

And it would almost seem as if Lessing had been prepared for the 
parterre’s approval of such sentiments (n, 1 1 1 ) by Mendelssohn’s 
anticipation that it would applaud (pp 167 f [300]) 

Der Beyfall des deutschen Parterre ist noch weit unzuverlassiger [than 
the praise of the cntics] Eine gluckliche Tirade, eimge spitzfindige 
Sittenspruche bnngen ihre Hande in Bewegung, sie klatschen, das Volk 
gihnet, und die wahren Kenner schweigen Wie wenig kann sich ein 
Dichter auf cinen solchen Beyfall zu Gutc thun 

Exception can hardly be taken to Lessing’s statement at the outset 
of his criticism (i, 9) that Cronegk had died too early, and that his 
fame rested more ‘ auf das, was er, nach dem Urtheile seiner Freunde,* 

^ ‘Der Codrus*, wrote Lessing to Mendelssohn on October 22, 1757 {Schnften, 
xvii, p 126, cp also pp 139 f), ‘hat nichts wemger, als mcinen Beyfall Doch 
wunschte ich, dass Herr Nicolai dem Verfasser mcht alle Wahrheiten sagtc, die 
man ihm sagen koiinte ’ As has been seen, Nicolai had offered in 1 756 a prize for 
the best German tragedy submitted to the Bibhothek der schonen Wissensefu^ten, and 
Codrus, not Brawe’s Freygeist — surely a much better play — ^was awarded the prize 
‘ Dass die Verf der BibJ [lothek] der schonen Wissenschaften said Mendelssohn in 
his review just quoted (p 1 68 [300]), ‘ dem Codrus den Preis zu erkant, wird Ihnen 
wohl der geringste Bewcis fur seme Vortreflichkeit seyn ’ Cp Dramaturgie, vii, 54. 

‘ Quoted also by L Goldstem, Moses Mendelssohn und die deubche Asthetik, 
Konigsberg, 1904, p 211 Cp Lowen*s opimon of Codrus (Gesckichte des deutschen 
Theaters, ed cU pp 49 f) ‘Dem Codrus hat man schon lange vorgewoifen, dass 
er zu Sentenzenreich sey Es ist wahr, Cronegk sagt diese Sentenzen allemal 
schon , aber nur Schadc, am unrechten Ort Diese Art zu schreiben 1st verfuhrerisch, 
und blendet sehr ’ ^ Cp also Goldstein, op at p 2 1 1 

• In the ‘Vorrede’ to Cronegk’s iScAri/ten ‘Was konnte man sich mcht von emem 
Genie versprechen, das schon so vicl gcleistct, und noch weit mehr vcrsprach ' 
Sein fruher Tod 1st em wahrer Verlust fur ganz Deutschland * This passage is also 
quoted in the review in the Bibhothek der schonen Wissenscfuiften, vi (1), 1760, 


10^ 
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for [die BUiinc] noch hatte leisten tonne, ai$ was er wirklich gcleistet 
hat’ But contemporary opimon held that Lessmg had been unduly, 
harsh to this play ^ He was surprised by this disapproval and a httle 
apologetic (vii, 43) , and he intended to return on a later occasion to 
‘demvcrmeintenUnrechte, welches ichdemH v C als dramatischen 
Dichter erwiesen haben soli ’ * But his opimon of 0 /inl und Sophronia 
was essentially in agreement with Mendelssohn’s 

If Lessing is severe on Cronegk, he is still more so on Roschmann, 
the completer of the play (ii, 62), who is described in the preface to 
the Vienna edition as ‘ ein junger Dichter aus Tyrol, dec viel tragisches 
Geme blicken lasst ’ * Lessing was indeed inclined to be severe on 

p 107 When Cronegk died, at the age of twenty-six, on December3r, i757,Le8Siiig 
wrote to Nicolai [Schnften^ xvn, p 132) *Er war em Genie, dem bloss das fehlte, 
wozu er nun ewig nicht gelangen wird die Reife * Cp vn, 53 

^ The critic of the Leipzig Neue Z^ttungen von gelekrten Sacken had said (September 
24, 1767) ‘Man vcrmisst [die Strenge] gewiss auch nicht bey Olint und 
Sophronia’ Cp alsoj W Braun op at 1, p 190 *bey unseren Originalstucken, 
unter we]chen Oitnt und Sophronia hier den Anfang macht and W Gensel, 
op at p 103, refers to a letter from Weisse to Uz of October 16, 1767 (published 
in the Morgenblatt of November 26, 1840, No 283) ^Die Art, die man letzt zu 
kritisiren einfuhret, gefallt mir gar nicht und ich sehe nicht, was man fur Bemf hat, 
filch lacherlich machen zu lassen Ich verehre Lessmgrn, als meinen Freund und 
einen scharfsinnigen Kunstnehter, aber die Art, wie er mit unserm ewig geliebten 
Cronegk umgeht, missfallt mir, er spneht ihm allc Fahigkcit, alles Geme ab, und 
chicamret biaweilen uber Kleinigkeiten, die hochstens beweisen, dass er ein Mensch 
und noch nicht das war, was er noch gewiss werden konnle ’ On the other hand, 
Herder wrote on September 15, 1767 to Scheffner ‘Wir haben noch keine so 
grundliche Bcurthcilung eines deutschen Trauerspiels, ab er uber Olint und 
Sophroma liefert ’ (cp also Petersen, ed at p 1 78) 

* Entwurfe zu Besprechungen {Schriftm, xv, p 42) 

® Cp the article by K F Kummer already cited (p 55) for a detailed account 
of Roschmami’s conclusion Sonnenfeb in his Briefe uber die Wienensche Schaubuhne 
under the date January 20, 1769, defended Roschmann against Lessing (ed A 
Sauer, Wiener Neudrucke, vii, Vienna, 1884, p 322) ‘Roschmannen kennen 
Sie ab den Erganzer von Olynth und Sophronia, dem Lessing in seiner 
Drammaturgie, wenn jemals einem Dichter, zu hart gethan, und wenn ich sagen 
darf, mit emem so hamischen Tone beurtheilt hat Sein funfter Aufzug hat mcht 
wemge, ich mochte sagen voltansche Verse, der Kuhnheit, dem Wohlklange nach, 
Croneghs mcht unvimrdig Viclleicht hat Lessing recht, dass die Handlung em 
wemg lau 1st aber setze sich der Kunstnehter hin an des Dichters Stelie, und 
erganze er an emem Plane, dazu, wie die Verfasser der Bnefe u d N Liter 
sprachen, der StofF schon ganz verschnitten ist ’ und er wird die Schwicngkeiten 
kennen lemen, die dem Erganzer aufstossen ich tvill die roschmannsche 
Erganzung nicht mangelfrcy finden, aber crtraglich, mchr als ertraglich ’ Gp 
W Gensel, op at p 100 F W Gotter also supplied Gronegk’s drama with a 
contmuation m 1768 (cp R Schlosser, F W Goiter, Hamburg, 1894, p 194) 
but this was not published 
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completers, adapters and imitators ^ In the present case the con- 
demnation is not undeserved the fifth act is defimtely inferior to 
Cronegk’s work ® Lessing appears to object particularly to Rosch- 
mann’s tragic conclusion, contrasting it m this respect with the episode 
in Tasso (64) , but Cronegk called his unfinished play a ‘ Trauerspiel ’, 
and the whole action points to such an end * 

Had the next performance of the play fallen within the period 
covered by the Dramaturgie, Lessing would, no doubt, have defended 
his standpoint in respect of both Cronegk and Roschmann For his 
subsequent purpose he made some notes * 

Warum wollen wir mit Schatzen gegen Auslander prahlen, die wir nicht 
haben^ So sagt z E das Journal Encycl [September i, 1761], dass sein 
Misstramscher, auf unserm Theater Beyfall gehabt, und allezeit gern 
gesehen wurde Nichts weniger als das Es ist ein unausstehliches Stuck, 
und* der Dialog desselben ausserst platt 

And he then translated the following passage fi-om the article con- 
cerning the present play in the Journal encyclopidtque of September, 
1761 (pp 91 f) 

Encouragi par ce succis [Codrus], I’Auteur entreprit une autre Trag^die, 
oil il avoit dessein d’lntroduire des chceurs, scion I’usage des Grecs II 
vouloit essayer si ce que Racine a fait en France avec sucefe dans Athalie, 
pourroit r^ussir en Allemagne, mais apres avoir surmontd les plus grands 
obstacles, et son travail itant tr^ avance, il y renonja tout a coup, croyant 
que son projet ne pouvoit reussir, attendu la nature de la Musique alle- 
mande II crut appercevoir qu’elle n’etoit nullement propre a rendre la 
beaute des sentimens et la noblesse des pensees qu’il vouloit exprimer, mais 
il nous semble qu’il auroit pu se passer de musique, comme M de Voltaire 
dans la Trag^die de Brutus, oil il a ims des choeurs Quoiqu’il en soit, il 
abandonna sa pifece, les fragmens qui en restent, oil Ton trouve de grandes 
beautis, font regretter qu’il n’ait pas mis la derniere mam k son projet 
L’Allemagne pourroit se vanter d’avoir une Trag^die Chritienne qui feroit 
honneur a son Theatre Le sujet est tir^ de la Jerusalem dilivree 

^ Cp. the criticisms referred to below, pp I54f , 157 f , 327 if 

• I cannot throw any light on the origin or occasion of Lessing’s anecdote (it, 7 1 ) 
of the heroine of a still worse tragedy, who was said to have died of the fifth act 

It might be noted that neither the English dramatist Portal nor the French 
writer Mercier, who based his play on a French translation of Cronegk’s, ends his 
piece tragically Mendelssohn was of opinion (loc nt p 176 [304]) that Cronegk 
had difficulty in finishing his play ‘Wo ich nicht irre, so hat der Ausgang den 
Dichter zu fruh ubereilt, der Stof war in den ersten vier Aufaugen verschnitten, 
und der Rest wollte zum funften nicht hmrcichen Doch dieses sind Muthtnas- 
sungen ' ' 

* Entwiafe zu Besprechungen Ucknften, xv, pp 42 f ) 
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Lessing’s comment is 

Wie abgeschmakt 1st das ' Die deutsche Musik * Wennman noch gesagt 
hatte die dcutsche Poesic war zur Musik ungeschikt ' Und die ganze Sache 
1st mcht wahr Cronegk hat seme Arbeit nicht aufgegeben, sondem er ist 
dniber gestorben Was der Journalist am Ende dazu setzt, 1st allem 
Anschen nach auch eine Lugen Un Ecnvain Anglois qui a senti le mente 
dc cette Tragedie, se I’est approprufe Sa piece a paru sous ce titre Olindo 
and Sophroma a Tragedy taken from Tasso, by Abraham Portal, Esq London. 
1 758 Da wird der gute Portal zum Plagiano, der vielleicht den Namen 
Cronegk, me gehort hat A[nn]o 1758 war Gronegks Olint noch nicht 
gcdruckt 

Further indication of what Lessing proposed to discuss when he 
returned to the play is to be found in his list of the repertory [Schnftsn, 
XV, p 50) 

Von Portlands [Portals] Sophroma Month Review, Vol xix, p 94 Von 
der WiederEinfuhrung des Chors Hord [Hurd] p 116 N 190 Von 
Mason’s Choren Month R Vol xx p 507 Von Stirlings Tragodien mit 
Choren s Cibb Lif Vol 1 p 315 Auch Daniels seme ibid p 147 


C F WEISSE 

Lessing’s attitude to the friend of his youth, Christian Felix Weisse, 
whom, for some inexplicable reason, he persists in calling ‘ Weiss ’,® 
IS still more lacking in warmth and chanty, even in reasonable 
fairness It has been suggested that Lessing was jealous of Weisse’s 
popular success as a dramatist, so much greater than his own, but 
it IS perhaps enough explanation to say that Lessing, judging Weisse’s 
populanty out of proportion to his literary merit, felt that words 
should not be spared Weisse, on his part, accepted meekly, even 
generously, his friend’s trouncings He did not allow them to interfere 
with the old friendship ’ 

^ See Journal encyclopddique, Septemher, 1761, p 96 Mendelssohn also mentions 
the English play in his review already quoted {Bibliothek der schonen Wissensehaften, 
VI (1), 1760, p 123) ‘Da wir das englische Trauerspiel mcht gesehen haben, so 
konnen wir mcht entscheiden, welches den Vorzug verdient ’ 

• xxxix, 127, Lxxiii, 67, 75 In the Litteraturbnefe (No Ixxxi, ed at v, pp 82, 88, 
Schrifien, viii, pp 215, 218) he wrote ‘Weise’ ‘Stl ’ in the Deutsche Bibliothek, iv 
(xv) , 1 769, p 498, said ‘ Ich kann mcht sagen, warum Lessmg immer Weiss zu 
schreibcn affectirt ' 

“ See Weisse, Selbstbiograpkte, Leipzig, 1806, pp 137 ff for Weissc’s subsequent 
account of his later relations with Lessing. 
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Lessmg had occasion to cnticise two of his plays, Amalia and Richard 
der Dntte.^ The former, he says (xx, 89), has been regarded by the 
critics as Weisse’s best comedy,* a view which he appears to endorse. 
He does not altogether disapprove of the ‘romanenhafte’ clement — the 
fact that Manley’s sex is not recognised (97) — but suggests the modifi- 
cation of ‘some all too bold strokes’ in the last act* He proposes 
another and more natural way of bringing about the denouement 
why should not Manley (Ameilia) take advantage of her knowledge 
that Freemann is not really the husband of Sophie, and make senous 
love to Sophie with a view to bringing about the breach between her 
and Freemann* It is, however, difficult to see how the plot, unnatural 
at best, would be much improved by this Lessing evidently did not 
like the frivolous tone of the whole, a feeling with which the modem 
reader will be apt to agree * That the criticism was generally resented 
— -*f not by Weisse himself — is to be seen from C H Schmid’s Z’^satze 
zur Theone der Poesie nach den neuesten Grundsatzen und Nachnehten von den 
besten Dichlem, 1, Leipzig, 1 767, pp 44 f (a book to which Lessing 
refers in St Lxxra, 147) 

Die hebenswurdige Weissische Amalia wird auf Unkosten seiner ubngen 
Lustspiele gelobt „Sie hat“, heisst es, „mehr Interesse, ausgeflihrtere 
Charactere, einen lebhaftern gedankenrcichern Dialog als seine ubngen 
konnschen Stucke " Besonders wird die funfte Scene des letzten Acts 
getadelt Ich weiss es zwar auch nicht, ob man wirklich mit dem Frauen- 
zimmer in diesem zudringlichen Tone spncht, aber das weiss ich, dass in 
den franzosischen Lustspielen die Marquis ziemhch zudnnglich sprechen, 
und wie spncht Tartuff^ Marivaux in der fausse suivante und Steele im 
tender Husband haben m ahnlichen Fallen das Frauenzimmer eben so 
unbescheiden seyn lassen Amalia kennt die Freemann als sie ihren Plan 
entwirft, nur als ein cities Frauenzimmer, sie konnte also nicht hoffen, 
dass ein ernsthafter Antrag bey ihr gute Wirkung habe Auf den Argwohn 

^ In the Litteraturbriefe (ed at v, pp 88 ff ) he had discussed Eduard der DrtUe, 
and in xxxix, 1 27 he refers to Weisse’s iambic tragedy Atreus und Thjiest, which was 
published m the Beytrag zum deutschen Theater, iv, Leipzig, 1 766, and produced at 
Leipzig on January 28, 1767 (Cp J Minor, C F Wasse und seme Beztehungen zur 
deutschen Literatur des 18 Jahrhunderts, Innsbruck, 1880, p 230, also C H Schmid, 
Chronologie des deutschen Theaters, ed at pp 161 f ) 

’ There is an echo of this opimon in the Deutsche Bibliothek, 111 (ku), 1769, p 622 
‘ bis jetzo das beste ruhrende Lustspiel in unsrer Sprache ’ 

® Weisse followed Lessmg’s advice m revising the play (Act v, sc 5) for the 
edition of his Leipzig, 1783 (vol 11) Cp J Minor, op at p no 

• ‘Stl ’ asked bluntly {Deutsche Bibliothek, lu (ix), 1769, p 53) ‘So 1st Amalia gar 
schlupfng^’ 
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von der Eitelkeit der Freemann grundet sich das game Stuck, und wenn 
die Voraussetzung des Dichters interessante Scenen erzeigt, warum woUen 
WIT die Voraussetzung nussbilligen^ 

The production of Weisse’s Richard derDntte on July 22 gave Lessing 
an opportunity for a comparison of that play with Shakespeare’s, and 
for an important section of his Aristotelian criticism Thus almost all 
the eleven parts of the Dramaturgie nominally dealing with Ruhard dif 
Dntte (Lxxra-Lxxxni) fall to be discussed elsewhere in the present 
volume ^ Lessing has, in fact, little actual cnticism to offer of Weisse’s 
play He regards it (lxxiii, 69) as ‘ohnstreitig eines von unsem 
betrachtlichsten Onginalen, reich an grossen Schonheiten, die ge- 
nugsam zeigen, dass die Fehler, mit welchen sie verwebt sind, zu 
vermeiden, im geringstcn nicht uber die Krafte dcs Dichters gewesen 
wire, wenn er sich diese Krafte nur selbst hatte zutrauen wollen’, 

The comparison with Shakespeare (74) had been imtiated by 
Wcisse’s own prefatory note 

Shakespear, der grosste englische Dichter nach dem allgemeinen Gestand- 
msse seiner eigenen Nation, hat auch aus dem Leben Richard des dritten 
ein historisches Trauerspiel verfertiget DerVerfasserdesgegenwartigen 
wurde es niemals gewagt haben, diescm grossen Meister nachzuarbeiten, 
und den schrecklichen Zug aus dieses Konigs Geschichte zum Innhalte 
eines neuen Trauerspiels zu machen, wenn er sich nicht zu spat daran 
ennnert hatte SoUte er aberja bey der Vergleichung zu viel verliehren, 
so wird man wenigstens finden, dass er keinen Plagiat begangen, mdem 
das Seinige fertig war, ehe er das Englische gelesen, aber vielleicht ware 
es ein Verdienst gewesen, beym Shakspear einen Plagiat zu begehen ’* 

Lessing’s comment on this is (81) that Shakespeare cannot be plagi- 
arised there is not a hne in him that does not bear the stamp of his 
genius and proclaim to the whole world that it is Shakespeare’s, 
there is not a scene or speech in Ruhard the Third which Weisse could 
have used as it stands, Shakespeare must be studied, not plundered 
It IS a pity, he continues (i 13), that the German poet had not known 
Shakespeare earher, and used him as a corrective to his own work ® 

1 See below, pp 249 f, 353, 415 f 

• Bntrag zum deutschen Theater i, 2nd (revised) ed Leipzig, 1 765, p 123 

’ I deal more fully with this m my chapter on the English drama (see below, 
pp 249 f ) On the genesis of Weisse’s play see W Huttemann, C F JVeisse und 
seme ^eit in threm Verhaltms zu Shakespeare (Diss Bonn), Duisburg, 1912, pp 64 ff 
It seems incredible that Weisse should have been in ignorance of Shakespeare when 
he first wrote his Richard der Dntte (This statement is made by R Dohse, Co/fejr 
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Lesung’s condemnation of Weisse’s tragedy rests mainly on the fact 
that, contrary to Aristotle’s warmng, he chooses an unmitigated 
villain as his hero His Richard awakens as httle terror as pity, in 
fact, he awakens neither He is (lxxtv, 17) ‘das grosste, abscheu- 
Uchste Ungeheuer, das jemals die Buhne getragen’, a devil incarnate 
(lxxix, 11 ), and we could only feel the deepest satisfaction in seeing 
hioi handed over to the tortures of hell And what does happen^ 
He is allowed to die fighting, to die on the field of honour ' Such a 
villain cannot awaken pity or terror (or rather fear, as Lessing now 
corrects himself) ^ of the right kind It is only an evasion, too, to say 
that pity IS awakened for the queen and the pnnces Pity, yes 1 but 
not the kind of pity that has anything to do with tragedy But Lessing 
admits that the play interests the public (lxxix, 89) It has ‘ Poesie 
des Ausdrucks, Bilder, Tiraden, kuhne Gesinnungen, einen feungen 
hmreissenden Dialog, glUckliche Veranlassungen fur den Akteur, den 
ganzen Umfang seiner Stimme mit den manmchfaltigsten Abwechs- 
lungen zu durchlaufen ’ , it may have many of the attractive qualities 
of a ‘dramatic poem’, but it has not the true beauties of tragedy 
Lessing reproaches Weisse for not having learned from Shakespeare, 
but in point offset, much of his criticism here is equally apphcable to 
Shakespeare’s Ruhard III * The questions which are raised, however, 
concern not so much Weisse’s tragedy as the definition of tragedy 
Itself ® 

When Lessing enlarges (lxxih, 132) on the duty of a poet to pay 
more attention to the fault-finding of his cntics than to their praise, 
this IS less a reproach to Weisse than an underlining of the latter’s 
own assurance in his preface to Richard der Dntte ‘ Er [der Verfasser] 
hat also den Tadel uber dieselben [Versuche in der dramatischen 

Cibbers Buhnenbearbeitung von Shahespeares Richard III, Bonner Beitrage zur AngluUk, ed 
M Trautmann, ii, p 6 ) It has been suggested that his denial of knowledge rested 
on a quibble, namely, that he knew only Colley Cibber’s adaptation of Shakespeare’s 
tragedy, published in 1700 (cp W Oehlke, Lessing und seine ^eil, ed cit 11, p 106, 

F W Meisnest, Die QuelUn zu Christian Felix Weisses Rickard III, in Euphorion, xvii 
(1910), pp 538 ff (especially pp 542 ff)) 

‘ See below, p 353 

® Stl the critic of the Dramaturgic in Klotz’s Deutsche Bibliothek, commented 
thus (iv (xv), 1769, p 500) ‘Weisse hatte, nach Lessings Memung, den Richard 
von Shakspear als einen Spiegel nutzen soUen, urn seinem Werke alle Flecken 
abzuwischen Erschemt denn Richard beym Shakspear weniger als Tyrann^’ 
Cp G Witkowski, Aristoteles und Shakespeare in Lessings Hamburgischer Dramaturgie, 
in Euphonon, 11 (1895), PP 5*7 ff 

' See below, pp 353 ff. 3^7 
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Dichtkunst] sorgfaltiger, als die Lobspillche gesa,imnclt ’ Among the 
eulogists was C H Schmid, to whose ^usatze zur Theone der Poesie 
Lessing refers, as we have just seen, at the close of St Lxxni In his 
Theone der Poesie, Leipzig, 1 767, p 495, Schmid had written extrava- 
gantly of Wcisse 

Warum hat sich noch Item theatralischer Schriftsteller unter uns der 
Empflndung der Nation bemeistert^ fragen irgendwo die Litteraturbnefe 
Will sich anders die Nation bemeistem lassen so 1st die Frage durch Weissen 
vernichtet ' Patnotischer nimmt sich memand des deutschen Theaters an 
O Nation ' danke ihn mit patriotischem Enthusiasmus • 


K F ROMANUS 

The comedy of Die Bruder, oder etne Schule der Voter by Karl Franz 
Romanus was discussed by Lessing (lxx, loi-LXxin, ii) at a time 
when the Hamburg Enterpnse was a thing of the past, and he was 
more interested in the playwright’s ultimate source, Terence, than 
in the play itself Of the latter he had, at first, nothing to say at all; 
but he promised some criticism when the play was repeated (lxxiii, 
10) , and by substituting one playbill for another,' he fulfilled in some 
small measure that promise (xcvi-xcix) 

Romanus, he tells us (xcvi, 9), published his plays anonymously, 
and it was these that recommended his name to the public, not his 
name his plays ® Lessing’s cnticism, however, still turns on Terence, 
that IS, on the alterations which Romanus believed necessary to make 
the Latin play palatable to a modem audience He first raises the 
question as to whether Greek or Roman customs cannot be reproduced 
just as well in comedy as m tragedy He is not prepared to recognise 
any real distinction in this respect, but suggests that native customs 
are in fact more appropriate to both But although on this pnnciple 
Romanus would appear to be justified, Lessing states that he cannot 
approve of the liberties which he has actually taken with his original 
He does not see (xcvii, 6g) why the German playwright should have 
destroyed the double meaning of Terence’s title by making the two 

* See above, p 90, note 2 

* Nicolai, in reviewing Romanus’s Komodim in the Litteraturbnefe, No cccxxix 
(June 20, 1765), ei/ cit xxiii, p 5i,hadsaid ‘ Ich babe hier eben einen Schnftsteller 
vor mir, der erne sehr gute Anlage zu einem komischen Dichter zu haben scheint 
Er verdienet wohl, dass man ihn unter der Menge elender dramatischen Schnft- 
steller womit Deutschland ubcrschwenunet 1st, hcrvorziehe, und etwas naher 
betrachte ’ 
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young men, Leander and Lycast (Aeschinus and Ktesiphoin Terence) 
cousins instead of brothers The piece may be a ‘Schule der Vater’ 
— its second title; but without the link by which Terence connects 
Aeschmus and Ktesipho, and both with their father Demea, the whole 
plot IS loosened If Aeschinus were the actual son of Micio, why should 
Demea be so indignant^ There is no adequate reason for Lysimon’s 
excessive indignation with Philidor, in the German play, over the 
nusdeeds of his own son Again (xcvm, i), solicitous interest for the 
reform of a brother may be justified, but when he is only a cousin, 
the cogent reason for Leander’s action disappears The German 
Ktesipho (Lycast) is unnaturally depraved (xcvm, 77), he is ‘ein 
abgefeumter Bube, dem Lugen und Betrug sehr gelauffig sind’ (125) 
This compels the German author to involve his Lycast in an exposure 
at the close (xcix, 29), which is unnecessary in Terence, and difficult 
to make convincing to a modem audience His ending is the con- 
ventional reconciliation of the comedy of the day, while Terence’s 
IS not to be thus foreseen, but is naturally developed from his characters 
The whole criticism is a defence of Terence, and may be dealt with 
better in connexion with the Latin author ^ Meanwhile, it is but fair 
to note that some of the strictures which Lessing makes on Romanus 
really apply to the French Ecole despires by Michel Baron, or Boyron, 
of which Romanus’s play is a free adaptation In Baron’s play the 
two cousins are brought up together, one having been adopted by the 
father of the other 


G K PFEFFEL 

In Der Schatz, by Gottlieb Konrad Pfeffel, Lessing finds more 
interest than is usually to be met with in ‘ Schaferspiele ’ (xrv, 129), 
but the style is ‘ ofters ein wenig zu gesucht und kostbar ’ He drew his 
information concerning the author’s Der Eremit (135) from the Schreiben 
an einen Freund, appended to the edition of Pfeffel’s play published at 
Frankfurt in 1761 

Das Nachspiel, Der Einsiedler, das nach der Auffuhrung emster Dramen 
nicht plotzlich die sussen Thranen durch Komik verjagen soil, wie die 
bishengen lustigen Nachspiele, sondern das Gemuthe in seiner melancholi- 
schen Wollust erhalten, 


The author expresses the hope that his Einsiedler ‘einem Herzen, 
* See below, pp 318 ff 
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welches noch um den Polyeuckt trauret, kerne so widerwirtige Emp- 
findungen aufbnnget, als der Herzog Michel, oder die Liebe durch 
Wechselbnefe’ ^ 


T G VON HIPPEL 

Theodor Gottheb von Hippel’s popular satire on pedantic people who 
regulate their lives by the clock, Der Mann nach der Uhr, seems to have 
irritated Lessing by its provincialism (xxn, 65) The allusion here to 
‘gruner Kohl’ concerns Act i, sc 11 of the piece, where the reason 
which the ‘ Mann nach der Uhr’ gives for not allowing his daughter 
to marry her lover Valer is that the latter does not eat ‘ braunen Kohl ’ 
on Sundays ‘Ich glaube, dass mancher Sonntag vorbeigeht, ohne 
dass er braunen Kohl isst’ Lessing has nothing more to say about 
the piece His statement that Hippel is in Danzig would appear^ to 
be an error, he is probably confusing Danzig with Komgsberg, where 
Hippel had a legal appointment and ultimately rose to be Biirger- 
meister He was born in 1741 and died in 1796 ® 

F VON HEUFELD 

From the Preface to Heufeld’s Julie (Vienna, 1 766) Lessing obtained 
the information that Heufeld was the author of otherpieces (viii, 104) 

‘ Ich kann fur den Beyfall, womit das hiesige Pubhkum meme zwey 
ersten Stucke zu gutig beehret, meme Erkenntlichkeit mcht besser an 
Tag legen, als wenn ich meme mussigen Stunden zu semem Vergnugen 
zu verwcndcn fortfahre From this Preface (p [4]) he also draws the 
passage to which he refers at the beginning of St ix (12) ‘Emem 
andern Emwurfe dass Siegmund nicht m genugsamer Handlung 
erscheme, glaube ich dadurch vorzubeugen, wenn ich zu erwagen 
gebe dass em Mensch semes gleichen nicht wie ein Konig grosse 
Handlungen verrichten kann ’ 

* See E Schmidt’s review of Cosack’s Matcrialun zur Hamburgischen Dramaturgu 
in Anzeiger fur deutsches Altertum, v (1879), pp 138 ff 

• Cp F J Schneider, T G von Hippel, Prague, 1911, p 147 In a review of his 
own play (ibid Anhang,p 19) Hippel admitted the justice of Lessing’s cntiasm that 
the title of the play betrays too much 

® The two pieces were Du Haushaltimg nach der Mode and Du Lubhaber nach der 
Mode, both comedies in three acts, reprmted in the Viennese Neue Sammlung non 
Schauspulen, vi and x (1765, 1767) See Goedeke, Grundriss (3rded ) iv (i), p 657 
Schmid in his Chronologu (ed cit pp 159 ff) criticises Heufeld adversely Heufeld 
was bom at Mcmau in 1731 and died in 1795 
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The theme cS Julie is from Rousseau’s La nouvelle Hilotse (1761), 
and this affords Lessing an opportumty of returning to the discussion 
of the relation between drama and narrative which he had touched 
upon in St I (16) Somewhat apologetically Heufeld had written 
{ibid ) 

Diejemgen, welche dafur halten es ware etwas Leichtes einen ziemhch 
zugeschnittenen Stoff zu bearbeitcn, lade ich ein, selbst einen Versuch 
dieser Art zu wagen Es ist wahr < ich babe mir die Auftntte, die sich in 
meinen Plan schickten, zu Nutzen gemacht Allan bey allem dem muss 
ich bekennen, dass es mir bey so vielen cinzeln schonen Stellen, womit 
Juhens Geschichte ausgefulleC ist, schwerer fiel, wcgzulassen, als heraus- 
zunehmen Ich habe es erfahren, und meme Freunde — denen ich fur ihren 
kntischen Beystand mit Vergnugen offenthch danke — haben es auch 
erkennet zu geschweigen, dass durch diesen Vortheil die Arbeit auf einer 
andern Seite erschweret wird, wenn man nkmlich einem so starken Urbilde, 
als«der Vcrfasser dieser Geschichte ist, nacharbeiten, und semen Ton zu 
erreichen sich bestreben muss Ich werde sehr zufrieden seyn, wenn ich 
nicht zu tief unter ihm stehen geblieben bin 

It has been pointed out by the commentators that Lessing’s memory 
of the novel was not vivid enough to prevent him from making some 
slips m his companson The harshness of Julie’s father towards her is 
far from being hardly touched upon in the novel (ix, 52) , it is fully 
desenbed in letter 63 of Part 1, from Julie to her friend Claire From 
this letter also comes what Lessing describes (ix, 68) as the best scene 
in the piece ‘Das Burschchen will sich schlagen und erstechen’ (ix, 
8) is also true of Rousseau’s hero (cp Part i, letter 56, and in, 21) * 
Lessing’s cntiasm of the weak points of the German plot are, however, 
entirely reasonable — the conversion of Rousseau’s tragedy into a 
comedy with a happy ending (vra, 1 2 1 ) , the ‘ uninteresting ’ character 
of Juhe (126), the inferiority of Heufeld’s ‘Siegmund’® to St Preux 
(157), indeed Siegmund, Lessmg continues, is nothing but a petty 
conceited ‘ Pedant ’ (rx, 4) , whose good qualities we learn from h earsay 
(31) The scene — the best in the play — where Julie’s father beseeches 
her on bended knee, may be justified in the novel, Lessing says , but 
not here (69), where it outrages our better feelings He quotes largely 

^ See below, pp 460 f 

* See Cosack, ci/> cit p 57, also Petersen, erf cit -p 187 

^ 1 am unable to substantiate Lessing’s objection to the name Siegmund (vin, 
141), as being a name for domestics It is the name of Lotcchen’s lover in Gellert’s 
Die zdrtlichtn Schwestem (1747) Heufeld altered the name and made other changes 
in deference to Lessing’s criticism (cp L Geiger in VierUljahTschrift Jut Litteratur- 
geschichUi ui (3), 1890, pp 502 f , also Petersen, ed at p. 186) 
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from Mendelssohn’s article on Rousseau’s novel in the LitteraUtrbriefe 
of June 4-1 8, 1 76 1 1 In addition the following passage from the same 
article might be adduced as illustrative of Lessing’s words ‘ Der Werth 
der Neuen Heloise 1st, von der Seite der Erfindung, sehr gering . Die 
Situationen sind alltaglich oder unnaturlich’ (vm, 114 ff) ' 

Was er von der guten Absicht ernes Romanenschreibers, imd von der 
Lauterkeit der Moral sagt, die in semen Briefen gepredigt wird, das lasse 
ich dahingestellt seyn Aber die magem Erfindungen und der unnaturliche 
Vortrag lassen sich durch keine gute Absichten entschuldigen Was die 
Erfindung betnft'’ Urtheilen Sie selbst, ob folgender Plan eine sonderhche 
Fruchtbarkeit verrath ' Sie sehen, dass in dieser Anlage keine ausseror- 
dentbche Situationen Platz finden, und Rousseau selbst macht keinen 
Anspruch auf Situationen Nehmen Sic diesen geringen Vorrath von 
B^ebenheiten, dehnen Sie ihn aus, so wcit Sie konnen, und fullen Sie die 
Lucken mit langen moralischen Predigten, und verhebten Spitzfindigkeiten 
aus, so haben Sie ohngefahr die Geschichte der neuen Heloise * 

Lessing subsequently read Heufeld’s Der Geburtstag, and proposed 
to discuss It when Julie was repeated (Entwurfe zu Besprechungen, Schrifteu, 
XV, pp 43 f) 

Den funfundsechzigsten Abend (Freytags den I4tn August) ward die 
Julie des H Heufeld, und Schlegels stumme Schonheit wiederhohlt 

Die zwey Stucke, nut welchen sich H Heufeld, vor seiner Julie, in Wien 
bekannt gemacht hatte, heissen die Haushaltung, und der Liebhabcr nach 
der Mode Ich kenne sie noch mcht welter, als ihren Titcln nach Aber 
sein viertes Stuck, welches er auf die Julie folgen lassen, habe ich gelesen 

Es heisst der Geburtstag, und 1st in drey Aufzugen Es gehort, seiner 
Einnchtung nach, unter die Pieces a tiroir, wie sie die Franzosen nennen, 
und seinem Haupttone nach, 1st es em Possenspiel, ob schon die Personen 
desselben bey weitcm mcht aus der niedrigsten Klasse der Menschen sind 
Er schildert verschiedne lacherliche Charaktere, die bey Gelegenheit eines 
Geburtstags auftreten, der in einer adhchen Familie auf die zu Wien 
gewohnliche Art, gefeyert wird Der crste Akt enthalt erne Reihe von 
Morgenvisiten, die bey der Frau von Ehrenwerth, in der Absicht ihr zu 
diesem ihrem Feste Gluck zu wunschen, gemacht werden Der dntte Akt 
zeiget eine Abendbewirthung ungefehr der nehmhchen Personen, bey 
welcher gespielt wird Der mittelste Akt besteht aus einem kleinen Lust- 
spiele, genannt die Schwester des Bruder Philipps ® 

* LitteratuThnefe, Nos clxvi-cbcx, ed cU x, pp 255 ff , Gesammelle Scknften, ed cit 
IV, a, pp 260 ff 

* LitteratuThnefe, x, pp 259, 260, 266, Gesammelte Schnfien, iv, 2, pp 262, 264 f 

® Accordingto Goedeke (sided , IV (i), p 657), DerGeiartrtog, Lustspiel von drci 
Akten, appeared at Vienna in 1767, and Du Tochter des Bruders Philipps, Lustspiel 
in einem Akt, at Frankfurt and Leipzig m 1771 ‘mit Zusatzen nachgedruckt’ in 
Theater der Deutschen, Frankfurt, 1 7^5 
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J F LOWEN 

Finally, Lessing had occasion to notice two small plays by Johann 
Fncdrich Lowen, the director of the theatre. Obviously there could 
be no question of serious criticism They were inconsiderable after- 
pieces in one act, both based on verse tales by Voltaire, the first, 
Du neue Agnese^ (x, 41) through the intermediary of Favart It was 
played from manuscript, which Lessing evidently had the opportumty 
of reading (73) , it was first pnnted in the Hamburgische Unterhaltungen, 
VI, 5, November, 1768, pp 364-393 A review of Favart’s operetta, 
Isabelle et Gertrude, ou les Sylphes supposes (1765), in the Journal encyclo- 
pidique of September, 1 765 (pp 106 f ) had made Favart’s indebtedness 
to Voltaire (x, 60) clear ‘ II n’y a personne en France qm ne connoisse 
VEducation des piles, Conte charmant, par M de Voltaire, pubhe 
I’anjide demi^re et insdre dans I’lng^nieux recueil des Contes de 
Guillaume Vadd In scene x of the French operetta, to which Lessing 
particularly refers (42 ff), Madame Gertrude tnes to make her 
daughter believe that the voice she has heard ‘ est celle de Monsieur 
Dupre, sans etre la sienne’ 

Isabelle Je nc comprens pas 

Mad Gertrude N’avez vous pas lu le livre que je vous ai donne^ 

Isabelle Ah ' oui , le Comte de Gabalis qui dit qu’il y a des Sylphes, des 
Espnts Aeriens, des intelligences,^ cela m’a amus6e, mais est-ce que tout 
cela est vrai^ 

Lessing’s Bernard and Hilar (Lowen’s Mangold and Richard) appear 
to correspond to Voltaire’s Andre and Dems, and Favart’s Dupre 
and Dorlis 

The second comedy by Lowen, Das Rathsel, oder, JVas den Damen 
am meisten gefallt (xxix, 22), had been pnnted in volume iv of 
Lowen’s Schriften (Hamburg, 1766, pp 339 ff ) In his Preface Lowen 
describes the origin of the piece as follows 

Das letzte Lustspiel Das Rathsel, oder Was den Damen am meisten 
gefallt? ward eigentlich auf Ersuchen des Herrn Ackermanns von mir 

' It is hardly necessary to recall that Agnis is the ‘naive’ of Molifere’s Ecole des 
femmes 

* L^iducation d'une file, in Contes de Guillaume VadI [Geneva], 1764, pp 2&^33 

“ In 1670 the Abbd Montfaucon Villars published Le Comte de Gabalis, ou 
Entretiens sur les sciences secrites, in which the supernatural is treated with rationalistic 
irony Here he speaks of ‘ Sylphes qui sont une espfcce de Substances Aenennes, 
qui viennent quelquefois consulter les Sages sur les livres d’Averrofes, qu’elles 
n’entendent pas trop bien’ (Amsterdam ed of 1715, p 13) 
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verfcrtiget Der StofF ist aus der, auch vom Voltaire nachgeafamten 
Erzahlung Ce qui plait aux Dames genommen Man hatte dem Herrn 
Ackermann cm kleines Nachspiel von wenigen Auftritten ubcr diese Matene 
gegcben Es war aber zu kurz, und hatte nicht die komischej muntrcj und 
zugleich satynsche Miene, die man so gem in dergleichen kleinen Stucken 
sieht Ich ward um die Aenderung dieses S tucks ersucht, fand aber, dass 
es leichter sey, ein ganz neues Stuck zu verfertigen, als in die Arbeit eines 
andern mehr Lebhaftigkeit zu bnngen, und auf die Art entstand diese 
kleine Plaisantene, die vermuthlich auf dem Theater gefallcn wird, wenn 
Herr Ackermann, wie er willens ist, die Rolle des Pedrillo spielt denn die 
komischen Rollen gerathen ihm allemal vortrefflich ^ 

Lowen’s comedy is thus based on Voltaire’s tale m vene, Ce gut plait 
aux dams, but he may possibly also have been influenced by Favart’s 
La Fie Urgile, ou ce qui plait aux dames (1765), an operetta based also 
on Voltaire’s tale “ The resemblances to Favart’s piece are not, how- 
ever, very conspicuous. Lowen’s comedy was unfavourably reviewed 
in the Neue Biblwthek der schanen Wtssenschaften (iv (1767), pp 289 f ) 
It was inevitable that through Lessing’s criticism of the drama of 
his own land there should run a regretful sense of broken achievement. 
But, as we have seen, he had set out on his task as a critic of the 
Hamburg theatre with no illusions in respect of the value of the fare 
likely to be offered Many masterpieces were not to be hoped for, 
but a critical standard could be maintained Tndess 1st es gut, wenn 
das Mittelmassige fur nichts mehr ausgegeben wird, als es ist’ {Ank. 
73) Nevertheless one could sometimes wish that he had been a httle 
less harsh and acid in proclaiming that mediocrity, more especially 
in respect of his own contemporzunes , that he had been readier to see 
those glimpses of hope and promise which were surely not absent 
He complams bitterly, for example (xviii, 85), that Germany has no 
De Belloy — after all, no genius of a high order , that the Germans are 
not, like the French, jealous of their national fame ‘em Volk, auf 
das die grossen Thaten seiner Vorfahren den Eindruck nicht verloren 
haben’ But Lessing might here have had a word for the Hermanns- 
Schlacht of Klopstock, even if that drama were as unsuitable for the 

' JicAn/tm, Hamburg, 1 765-66, IV, pp [xixf] The title of Lowen’s piece in this 
passage (and in the Dramaturgu (xxix, 22)), varies from that in the volume (p 339), 
where it appears as H'aJ dem Frauenzemmer am meisten gefallt 

• Ce qui platt aux Dames in Contes de GuiUaame Vadd, ed at pp i-l8 Petersen 
(*d at p 2 1 o) notes that Schiebeler’s operetta Lisuast und Danolette ( 1 766) was an 
adaptation of Favart’s £a Pis I 7 rgi/s {Schsmd, Chronologie, ed eit p *161, notes the 
resemblance of Lisuart wid Danolette to Ce qui plait aux Dames ) 
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theatre as no doubt, m his view, Shakespeare’s plays were Klopstock 
had visited Hamburg in June, 1767, and had allowed Lessing to read 
his play in manuscript, and the latter wrote to Nicolai on August 4, 
1767. 

Klopstock 1st hier gewesen, und ich hatte manche angenehme Stunde 
mit ihm haben konnen, wenn ich sie zu geniessen gewusst Ich fand, dass 
er mir besser gefallen musste, als jemals Er 1st sehr deissig gewesen. Er 
hat eine neue Tragodie gemacht, Hermanns Schlacht, ein Stuk v6Uig 
in dem alten deutschen Costume, hauffig mit Bardengesangen untermengt 
Es 1st cm vortreffliches Werk, wenn es auch schon etwa keine Tragodie 
seyn soUte Ich betaure nur, dass weder durch diese [Gerstenberg’s 
tragedy Ugolino], noch durch Klopstocks Tragodie, das deutsche Theater 
im genngsten reicher geworden Denn beide konnen schwerlich, odcr gar 
nicht aufgefuhrt werden ^ 

Thus Lessing, so far from overlooking Klopstock, had, in writing of 
De Belloy’s play, the Hermanns Schlacht quite definitely m his mind ® 
It IS strange, too, that he should have seen no significance in Ugoltno 
for the development of the German drama “ 

What Lessing finds to praise in his own literature — and the comedies 
of Schlegel arc almost alone in receiving this distinction — hes fairly 
far back m time, no German play subsequent to 1 750 finds real favour 
in his eyes It is a pity that he had not an opportunity to speak of 
Brawe’s work, although I doubt whether he would have shown the 
warmth with which he had greeted Brawe ten years before The 
judgment meted out to Cronegk and Weisse may not be wrong, 
viewed sub specie aternitatis — and it was the good right of the author of 
Minna von Barnhelm to look down on such mediocre rivals — but Lessing 
was inclined to be unduly hard on the writers of his own generation 
To his admirers it was a proof of his critical integrity But with less 
seventy — one might even say with less intellectual arrogance, with 
a more chantable appreciation of such merits as his contemporaries 
undoubtedly possessed, Lessing might have been more helpful to the 
progress of his owji literature In the case of Weisse there was no 
doubt, mingled with Lessing’s judgment, a sense of personal gnevance 

’ Schnften, xvii, pp 234 f 

‘ Cp R Hamel’s edition of Klopstock’s works, iv, in Kuischner's Deutsche 
Nahonalliteratur, xlviu [1884], pp 6 f 

“ Cp , however, Lessing’s letter to Gerstenberg of February 25, 1768 {Scknften, 
XVII, pp. 244 if ), for a more detailed explanation of his views on Ugolmo, cp also 
his letter to J A Ebert of October 18, 1768 (Sehnfien, xvii, p 264) 
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that Wcisse enjoyed a favour at the hands of the public which seemed 
to him undeserved and disproportionate to his own. 

German hterature, Lessmg generalises in St. xcvi (32), is dis- 
tinguished disadvantageously from other modem literatures by its 
juvemlity, it lacks maturer talents to give it stability He regards it 
as a grave fault that the literature of his time has passed into the hands 
of young men (xcvi, 18) , the older men turn to the serious occupations 
of state and church, and regard verses and comedies as trivial things 
to be put aside after their twenty-fifth year What nourishment, he 
asks, can a seriously thinking man draw from the very trivial comedies 
that are produced^ They contain puns andjests to amuse the parterre, 
but for the man who would laugh with understanding, nothmg A 
young man cannot possibly know and depict the world The ancients 
could say of Menander that, had he lived longer, he might have 
achieved greater things, and yet Menander wrote a hundred and 
five comedies and did not die until his fifty-second year None of the 
German comedy writers of the past reached such an age, and not 
one of those still living has yet reached it One rmght again be 
tempted to see here a reflection of disappointment in the man of fifty 
who sees the theatre invaded by young talents, were it not that, more 
than ten years before, in December 1757, Lessing had written to 
Mendelssohn 

Denn Sie haben in der That Recht den schonen Wissenschaften sollte 
nur cm Theil unsrer Jugend gehoren, wir haben uns m wichtigem Dingen 
zu uben, che wir sterben Em Alter, der seme ganze Lebenszeit uber mchts 
als gereimt hat, und cm Alter, der seme ganze Lebenszeit uber mchts 
gethan, als dass er semen Athem in ein Holz mit Lochern gelassen, von 
solchen Alten zweifle ich sehr, ob sie ihre Bestimmung erreicht haben ^ 

Lessing follows up his pessimistic estimate of the state of the drama 
With an attack on the contemporary cntics, ‘whose best cnticism 
consists in making all criticism suspect’ (xcvi, 68) They preach the 
supremacy of gemus, the uselessness of rules which only hamper 
gemus , and as a last consequence, the uselessness of cnticism itself 
It has been too readily assumed that Lessing is here making a stand 
against the new cntics who ushered in the ‘ Sturm und Drang such 
as Gerstenberg or Herder. The ideas which are here expressed are in 
fact httle more than an echo of Trublet’s Essais sur divers sujets de 
litthature et de morale (Pans, ed of 1754, ui, pp 138 f) 


* Schnften, xvii, pp 130 f 
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Les Ingles qui sont un sccours pour les espnts m^iocres, sont quelquefou 
un obstadc pour les g6me9 sup^neuis Nous devons les rigles aux premiers 
ouvragcs, ct ccux-ci au genie seul Nous devons les seconds ouvrages, en 
partie, aux premiers, en partie aux r^les, mais en plus grande paiUe 
encore au g^iue Un homme ordinaire fait un ouvrage conforme aux 
rfegles connucs Un grand homme en fait un qui donne lieu k de nouvellcs 
regies. 

The cntic whose words are quoted (xcvi, 99 flF), is not one of these 
modem pioneers, but the redoubtable ‘Stl ’ of Klotz’s Deutsche Biblio- 
thek The passage is from his review of the first volume of the Dramaturgie,^ 
and IS in full 

So viel auch die Theone des Dramas verloren hatte, so wunschte ich 
doch fast lieber, man hatte Lessingen mcht die Kritik, sondem die Direction 
der Hamburger Buhne ubertragen Unser Theater, glaube ich, 1st noch 
in Anem viel zu zarten Alter, als dass es den monarchischen Scepter der 
Lessingischen Kritik ertragen konnte 1 st cs mcht jetzt fast noch nothiger, 
die Mittel zu zeigen, wie das Ideal erreicht werden kann, als darzuthun, 
wie weit wir noch von dem Ideal entfernt sind^ Muss cm penodisches 
Blatt, wie die Dramaturgic 1st, mcht auch emen penodischen Nutzen 
haben^ Nun wir eine Dramaturgic haben, nun werden wir doch erne 
Buhne bekommen^ Einc Originalbuhne^ Ich zweifle sehr Wir lerncn 
daraus, was uns fehlt, aber dutch sie konnen wir den Mangel mcht ersetzen 
Die Buhne muss dutch Beyspiele, mcht durch Regeln reformirt werden 
Den Aesthetikern wird die Dramaturgic eine reiche Quelle seyn unsere 
Dichter wird sie eher mederschlagen ak ermuntern Es wird Mode werden, 
cm Trauerspiel mcht nach der Empfindung, mcht nach den Thranen die 
es dem Zuschaucr kostet, sondem nach asthetischen Kunstwortem zu 
beurtheilen Die wemge Empfindung, die in unserm Publico zu erwachen 
angefangen hat, wird von philosophischer Kalte erstickt werden Nichts 
schmeichelt unserm Stolz mehr, als jedem unsrer Raisonnemens einen 
philosophischen Anstrich zu geben, und raisonmren ist leichter als selbst 
erfinden “ 

‘ Deutsche Biblwthek, ill (ix), 1769, pp 42 f 

® Also quoted by Petersen, cit p 261 The metaphor of the *Grillen am Wege* 
with which Lessmg winds up his attack ( 1 z 1 ) is, as C B Boxberger has pomted out 
{EinzeUieiten uber Voltaire ba Lessing, Dresden, 1879, pp 3 1 f ), a memory of Voltaire’s 
Dtseours prtlimmaire to AUire {(Eui/res [Geneva], 1756-7, via, pp 131 f) ‘Souvenons 
nous de la fable du Boccalini “Un voyageur’’, dit-il, “^tait importun6 dans son 
chemin du brmt des cigales, il s’arrfita pour les tuer, il n’en vint pas a bout, et ne 
fit que s’icarter de sa route II n’avait qu’i continuer paisiblement son voyage, les 
cig^es seraient mortes d'elles-mtoes au bout de huit jours 



CHAPTER VI 


THE FRENCH PLAYS OF THE REPERTORY 

Lessing’s knowledge of the drama of France and its history was wide 
and intimate, from his early days he had been famihar with it, and 
It profoundly influenced his own dramatic work This knowledge, 
coupled with the fact that dramas of French origin dominated the 
Hamburg repertory, makes the present section of this volume bulkier 
than all the others together which are concerned with the Hamburgische 
Dramaturgie as a critical ‘Register’ 

Lessing usually opens his discussion of a French play with some 
information about the original, its date, its sources, or facts aboul its 
author For these things he drew, for the most part, on what he called 
the ‘Annales des franzosichen Theaters’ (x, 4) — two compendia 
which he had also at hand in editing his Beytrage zur Histone und 
Aufmhme des Theaters and Theatrahsche Bibliothek the Dictionnam 
portatif histongue et lutiraire des Thidtres by A de L6ns, Pans, 1754 
(and ed , which he may now have possessed, 1763) and the Histone du 
Thidtre frangois by the brothers Claude and Frdddnc Parfaict, 1 5 vols 
Pans, 1 745-49 ^ He also found a good deal of information about 
French plays in the great French reviews Sets of the Journal des 
Sgavans and the Mercure de France we know him to have possessed 
but these had been left in Berlin to be sold with his library there , and 
I find no indication of his having had access to the current numbers of 
either of these periodicals in Hamburg Nor does he seem to have read 
the AnnSe litteraire On the other hand, he made considerable use of 
two more recently established reviews, the Journal itranger and the 
Journal encyclopidique ^ He had also a copy of the short-lived Observateur 

* There is a reference in the Beytrage to vol 1 of this work in the original Amsterdam 
edition of 1735 {Schnften, iv, p 13a) Another work by the brothers, the Dtctionnaire 
des Thedtres de Paris, 7 vols Pans, 1756, from which Lessing had translated large 
sections for his Theatrahsche Bibhothek, he does not appear to have had with him 
m Hamburg I have summarised briefly Lessing’s use of sources m his criticism 
of the French drama in a contribution to Melanges d’histoire littiraire ginirale et 
comparie qfferts d F Baldensperger, Pans, 1930, it, pp aoo ff 

* Cp letter to Gleim, February 1, 1767 {Schnften, xvii, p aag, also pp 238, 251, 
253, 268, 311) Lessing refers repeatedly to the Mercure in his Collectanea, also in 
Laokoon, iv {Schnften, ix, p 28) 

“ See below, pp 173, 235 ff , 240 f, 277 f 
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des Spectacles, ou Anecdotes tkiatrales, ouvrage pinodique par M de 
Chevner, La Haye, 1 762-63 * These were what might be called 
Lessing’s general sources More particular and specific sources of 
information and criticism wdl be dealt with as they come into question. 

PIERRE CORNEILLE 

Of the pre-Comelian drama in France Lessing had little occasion to 
speak in the Dramaturgu, at most we find an occasional glance back 
into earher history, and that usually in quotations The most defimte 
of these is a note on Gamier and tragi-comedy in St lv ( 1 3 1 ) which 
he drew from D’Aubignac and Parfaict * But even the French classical 
drama of the seventeenth century receives no kind of systematic con- 
sideration The repertory of the Hamburg theatre did not, of course, 
gi-«e him much opportumty for such No play of Racine was per- 
formed, and Lessing does little more than occasionally mention his 
name,® usually in conjunction with that of Comedle Corneille alone 
comes in for detailed discussion, and that owing to the fact that 
Rodogune was played in Hamburg (in a new translation) Lessing’s 
cnticism of Rodogune, which occupies St xxix to xxxn, gives him the 
opportunity for his most trenchant attack on the tragidxe classique It 
IS thus of paramount importance 

Lessing begins (xxix, 63) by discussing the sources of Corneille’s 
drama Corneille himself supplies the information m his Examen, but 
Lessing took the trouble to compare the ‘Examen’ with the earher 
‘Argument’,* which differs in some details, a fact which raises a point 

® See below, pp igS, 231 This periodical was published ‘aux depens de 
I’auteur’ (title-page) from January to June, 1762, semi-monthly (vols 1 and 11), 
and from January to March, 1763, in weekly numbers, which were published as 
vol 111 [Suite de I’Observateur des Spectacles') in 1764 

‘ For Lessing’s views on Tragi-comedy see below, pp 392 ff 
’ Cp [xxiv, 96], XXVI, 27, [55, 63], XLViii, 141, [Lix, 84, 85], [lxxiv, 118], 
Lxxxi, 41, 44, 52, 138, [lxxxii, 136], ci-civ, 243 (References in square brackets 
occur in quotations ) 

* ‘Argument’ is the term used by Voltaire in his edition of Corneille’s plays 
[ThJdtre de Pierre Corneille, avec des Commenlaires, Pans, 1764, iv, p 289), in the 
original edition of Rodogune (Pans, 1647) the summary bears no heading except 
‘ Appian Alexandria Au Livre des Guerres de Syne, sur la fin ’ (The modem edition 
by Marty-Laveaux (Pans, 1862) uses the term ‘ Avertisscment’ to distmguish the 
earlier introduction from the later ‘ Examen ’ ) For the passages quoted from the 
‘Argument’ in the following pages I use the original edition of Rodogune, for those 
from the ‘Examen’ the Thidtre de Corneille, Pans, 1660 The ‘Examen’ to Rodogune 
is quoted in part by Parfaict, Histmre du Thidtre franfou, ed cit vi, pp 3 1 2 ff 
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of some slight bibUographical interest The first edition of ComeiUc 
which printed both die ‘Arguments’ and the ‘Examens’ substituted 
for them by the poet in 1660 was that of Voltaire, Thddtre de Pterre 
Corneille, avec des Commentaires, 12 vols Pans, 1764 As Lessing makes 
extensive use of these commentanes, especially when he deals with 
Thomas Corneille’s Le Comte eP Essex (xxm, i flF),^ and, of course, 
with Rodogune, it is possible that he possessed this cosdy edition, but 
he may only have had a Dutch repnnt of the Commentaires without 
Corneille’s text, such as that in three volumes mentioned in the 
BibholhekderschonenWissenschaften{yas[\),i‘]&^,'p 183) In any case, 
he does not quote Corneille from Voltaire’s text, with its character- 
istically Voltairean spelling, but from an older edition 

From the ‘Examen’ comes Lessing’s statement (xxix, 55 ff-) 
‘Corneille bekannte ein wachsendes Interesse’, and CorneiUe’s 
summary (63 ff ) of the historical facts from Appianus Alexandnflus 
{Thddtre, Pans, 1660, ui, pp xl ff ) 

On m’a souuent fait une question dans la Cour, quel cstoit ccluy dc mes 
Poemes qucj’estimois le plus, etj’ay trouui tous ceux qui me I’ont faite si 
pr^uenus en faueur de Cinna, ou du Cid, que je n’ay jamais osd declarer 
toute la tendresse que j’ay tousjours cue pour celuy-cy le veux bien 
laisser chacun en liberty de ses sentimens, mais certainement on peut dire 
que mes autres Pieces ont peu d’auantages, qui ne se rencontrent en celle-cry 
Elle a tout ensemble la beaut<£ du Sujet, la nouueaut6 des fictions, la force 
des Vers, la facility de I’expression, la soliditi du raisonnement, la chaleur 
des passions, les tendresses de I’amour et de I’amitid, et cet heureux assem- 
blage cst minagi de sorte, qu’elle s’^leue d’Acte en Acte 

Corneille states at the outset the facts on which his drama is based 

Le Sujet de cette Tragedie est tir6 d’Appian Alexandnn, dont voicy les 
paroles sur la fin du Liure qu’il a fait des guerres de Syne ‘Demetnus 
surnomm^ Nicanor,^ entreprit la guerre centre les Parthes, et vescut quelque 
temps pnsonnier dans la Cour de leur Roy Phraates, dont il epousa la 
socur nomm^e Rodogune Cependant Diodotus, Domestique des Rois 
precedens, s’empara du Trosne de Syne, et y fit asseoir un Alexandre encor 
enfant, fils d’Alexandre le bastard, et d’une fille de Ptolomde Ayant 
gouuern^ quelque temps comme Tuteur sous le nom de ce Pupille, il s’en 
deffit, et prit luy-mesme la Couronne, sous un nouueau nom de Tryphon 
qu’il se donna Antiochus frerc du Roy pnsonnier ayant appris sa cap- 
tiuit^ k Rhodes, et les troubles qui I’auoient suiuie, reuint dans la Syrie, 

^ See below, pp 183 ff 

Petersen (ed ett p 21 1) points out that this should be Nikator, Xicssuig quotes 
the form used by Corneille 



The French Plays of the Repertory 167 

oil ayant defiait Tryphon, il le fit mounr. De 1 ^ il porta ses armes coatre 
Phraates, ct vaincu dans une bataiUe, il se tua luy-mesme Demetrius 
retoumant en son Royaume fut tu6 par sa femme Gleopatre, qui luy dressa 
des embusches sur le chemin, en haine de cette Rodogune qu’il auoit 
^pous6e, dont elle auoit conceu une telle indignation, qu’elle auoit 6pous^ 
ce mesme Antiochus frere de son mary Elle auoit deux fils de Demetrius, 
dont elle tua Seleucus I’aisn^ d’un coup de fldche, si-tost qu’il eust pris le 
Diad^me apr& la mort de son pere, soit qu’elle craignist qu’il ne la voulust 
vanger sur elle, soit que la mesme fiireur I’emportast ^ ce nouueau parricide 
Antiochus son frere luy succeda, et contraignit cette mere ddnaturde de 
prendre le poison qu’elle luy auoit pripar6 (ibid pp xxxviii ff) 

But Lessing — noticing the slight variations m the versions given by 
Corneille in his ‘ Argument ’ and in his ‘ Examen ’ — also turned to the 
text of Appianus — no doubt m the edition of Stephanus * Here he 
found for ‘Alexandre le Bastard’, the Latin translation ‘Alexander 
Nothus’, he added to ‘uberwand den Tryphon’, ‘mit vieler Miihe’ 
(avv Tidi/u) TToXX^ , Argument ‘ avec beaucoup de peine ’ ) , and expanded 
Corneille’s ‘De la il porta ses armes centre Phraates (Argument ‘luy 
redemandant son frere ’) et vaincu dans une bataille ’ into ‘ Hierauf 
wandte er seme Waffen gegen den Phraates, und fodertedieBefreyung 
seines Bruders Phraates, der sich des Schhmmsten besorgte, gab den 
Demetnus auch wirklich los, aber nichts desto wemger kam es 
zwischen ihm und dem Antiochus zum Treffen ’ The Greek text is' 
‘d fiev Sij OpaaTT^j avTov IScwrc, Kal tov Arj/i’^rpiov i^enefjjpev 6 S’ 
’AvTioxoy Kal djs T€ rots TlapBvalois, Kal riaawpevos, iavrov 

19 

€KT€IV€V ^ 

This story, Lessing points out (xxix, 94), contains material for 
more than one tragedy, but ComeiUe was chiefly attracted by the 
problem of the avenging wife This being so, however, the piece should 
have been called ‘ Cleopatre ’ Corneille had said in his ‘ Argument ’ 
(Rodogune, ed cit pp [xf]) 

Pour le premier, le confesse mgenuement que ce Poeme deuoit plustost 
porter le nom de Cleopatre, que de Rodogune mais ce qui m’a fait en 
user ainsi, a est6 la peur que I’ay cue qu’i ce nom le peuple ne se laissast 
preoccuper des iddes de cette fameuse et derniere Reyne d’Egypte, et ne 
confondist cette Reyne de Syne auec elle, s’ll I’entendoit prononcer C’est 
pour cette mesme raison que I’ay euit6 de le mesler dans mes Vers, n’ayant 

1 H Stephanus, ' Amndifov ' A\€$avbp€w9 ^PwpaLKa Appiani Alexandrmi Rom 
histonarum Pumea Annibalica, Celticw et Illyneee fragmenla qusedam Item, de bellts 
ctmlibus hbrt V, [Geneva], 1592 

* Stephanus, op cit De Beilis Synacu, p 132 
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lamais fait parler de cette scconde Medde que sous celuy dc la Reync, ct 
ie me suis enhardy ^ cette licence dautant plus librement que I’ay remarqui 
pamu nos anciens Maistrcs, qu’ils se sont fort peu mis en peme de donner 
& leurs Poemes le nom des Heros qu’ils y faisoient paroistre, ct leur ont 
souuent fait porter celuy des Chceurs, qui ont encore bien moms de part 
dans I’action que les personnages Episodiques comme Rodogune, tesmom 
lea Trachimennes de Sophocle, que nous n’aurions lamais voulu nommer 
autrement que la Mort d’Hercule 

Lessing is in agreement with these views, ^ but he also endorses Vol- 
taire’s suggestion that the name of Cldopatre should have been 
mentioned (Commentatres, ed at iv, pp 303 f ) 

Le spectateur a besom qu’on lui d^brouille cette histoire CUopatre n’est 
pas nomm^e une seule fois dans la piice Corneille en donne pour raison, 
qu’on aurait pti la confondre avec la CUopatre de Char, mais il n’y a gufere 
d’aparence que les spectateurs instniits, qm mstruisent bientot les autrfs, 
eussent pns cette reme de Syne pour la maitresse de Char 

As Lessing notes (130), the translation remedied this defect, Cleo- 
patra’s name being mentioned twice in the opening speech of Laomce 
in the German play 

In St XXX, after recapitulating the historical facts concerning 
C 16 opatre, Lessing proceeds (35) to show, in what are perhaps the 
most brilliant and incisive pages of literary criticism in the Dramaturgie, 
that Corneille had dealt with them not as a genius, but merely as a 
‘witziger Kopf’ Instead of adhering to the natural course of events 
— ^instead of preferring simplicity — the dramatist invents artificial 
comphcations * It is not enough for him that Cleopatre should slay 
her husband from jealousy , he introduces the motive of ambition It 
IS not the loss of her husband that stirs her, but the fact that Rodogune 
occupies her throne As in his discussion of Der Graf von Essex (xxv, 
1 1 2 ff ), so here (xxx, 77) Lessing regards pride as more unnatural in 
a woman than in a man A woman’s sphere is love and tenderness , 
and a heroine such as Corneille’s Cleopatre is an unnatural exception, 
compared with whom Medea is virtuous and amiable All the art 
of the poet cannot make a woman interesting who comnuts crimes 

* He returns repeatedly in the Dramaturgie to the matter of titles of plays, see 
below, pp 467 f 

’ Cp Voltaire, Commentaires, ed cit iv, p 469 ‘On trouvera peut-fetre quej’ai 
examine cette piice avec des yeux trop s6v6res Mais ma riponse sera toujours que 
je n’ai entrepris ce commentaire que pour fitre utile Admirons le g^me mkle 
ct f6cond de Corneille, mais pour la perfection de I’art coimaissons ses fkutes amai 
que ses beaut6s ’ 
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from cold pride and ambition Cl^opitre is only a monster (xxx, 92) 
Voltaire, too, had described her as such {Commentaires, ed cit iv, 
P 443) 

J’avoue que son atrocity me revoke, et quelque m6chant que soit le 
genre humain, je ne crois pas qu’une telle r&olution soit dans la nature 
Si ses deux enfans avaient complot^ de la faire enfermer, comme ils le 
dcvaient, peut-fetre la fureur pouvait rendre CUopatre un peu excusable, 
mais une femme, qui de sang froid se r^sout ^ assassmer un de ses fils, et 
k empoisonner I’autre, n’est pour moi qu’un monstre qui me ddgoute 

Even the greatest villain (117) endeavours to exculpate himself by 
arguing that his crime is not so great as it seems , but Cleopatre revels 
in tirades glonfying her viciousness One should not speak of ‘le 
grand Corneille’, but the ‘monstrous’, the ‘gigantic’ Corneille What 
Le^ing says is more than an echo of Voltaire, it expresses a view of 
his own on the limitations of women as tragic figures, which must have 
made it difficult for him to accept, if not Medea, at least Lady 
Macbeth ^ 

In history (xxxi, i) Cleopatre avenges herself on her husband, not 
on Rodogune in the play the murder of Demetnus 1$ only narrated , 
the action is concerned with Rodogune Vengeance upon a rival 
would be natural in a jealous woman, but Cleopatre is not jealous, 
only ambitious Jealousy here might have been a great tragic passion 
ambition reduces Cleopatre to a merely abominable crirmnal, who 
deserves to be put in a madhouse But even this is not enough for 
Corneille he invents still further complications The marriage with 
Rodogune had not been consummated when Demetnus was killed, 
his two sons are in love with her, the mother has not revealed which 
of the two IS the nghtful possessor of the throne, and she makes it a 
condition that he m whose favour she decides must kill Rodogune 
Voltaire had condemned this theatneal complication in his note to 
‘Si vous voulez regner, le trone est a ce pnx’ (Act n, sc 111, 122, cp 
Commentaires, ed at iv, pp 361 f) 

La proposition de donner le trone a qui assassinera Rodogune est-elle 
raisonnable^ Tout doit fitre vraisemblable dans une tragedie Est-il 

^ Lessing’s ‘die mit nichts als mit machiavcllischen Maximen um sich wirft’ 
(xxx, 91) IS also an echo of Voltaire’s ‘toutes ces sentences dans le goUt de 
Machiavel, ne pr^parent point aux tendresses de I’amour et i ce caraetdre d’lnnocence 
tirmde que Rodogune prendra bient6t ’ (Commentaires, ed cit iv, p 333) Cp also 
‘ Medea 1st gegen ihr tugendhaft und liebenswurdig’ (9a) , Corneille had called her 
‘ cette seconde Medte’ (Commentaires, ed cit iv, p 292) 
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possible que CUopatre, qui doit connaitre les hommes, tie sache pas qu’on ne 
fait point de telles propositions sans avoir de tiis-fortes raisons de croire 
qu’elles seront accept6es^ Je dis plus, il faut que ces choses horribles soient 
absoliiment ndcessaires Mais CUopatre n’est point r^duite i faire assassiner 
Rodogune, et encor moms i la faire assassiner par ses fils Elle vient de dire 
que le Parthe est ^loign6, qu’elle est sans aucun danger Rodogune est en sa 
puissance II parait done absolument contre la raison que CUopatre mvite 
& ce crime ses deux enfans dont elle doit vouloir fitre respect^e Si elle a 
tant d’envie de tuer Rodogune, elle le peut sans recourir i ses en&ns Gepen- 
dant cette proposition si peu preparic, si extraordinaire, prepare des 
^vdnemens d’un si grand tragique, que le spectateur a toujours pardonn6 
cette atrocity, quoiqu’elle ne soil ni dans la vdnti histonque, ni dans la 
vraisemblance La situation est thdatrale, elle atache malgr^ la rdflexion 
U ne invention purement raisonable peut etre tres-mauvaise U ne invention 
th^trale, que la raison condamne dans I’examen, peut faire un trfes-grand 
effet 

r 

Furthermore (xxxi, 6gJ, Rodogune knows of Cldopatre’s plans She 
IS in love with one of the brothers, but does not confess it Rather is 
she determined to marry the one who proves himself most worthy of 
her, whether he be the heir to the throne or not her condition is 
that her future husband shall avenge her on Cleopatre With biting 
wit Lessing depicts the ludicrousness of the situation which is thus 
created And then he quotes (xxxi, no) Corneille’s appeal, in self- 
justification, to the practice of the ancients The passage which he 
translates occurs in the ‘Argument’ and runs as follows [Rodogune, 
ed cit pp [x f ]) 

On s’estonnera peut-estre de ce que I’ay donne 4 cette Tragedie le nom 
de Rodogune, plustost que ccluy de Cleopatre sur qui tombe toute I’action 
Tragique, et mesme on pourra douter si la hbert6 de la Poesie peut 
s’estendre iusqu’4 femdre un sujet entier sous des noms ventables, comme 
I’ay fait icy, oil depuis la narraUon du premier Acte qui sert de fondement 
au reste, lusques aux effets qui paroissent dans le cmquiesme, d n’y a rien 
que I’Histoire auoue 1 [Here follows the passage already quoted above, 
PP 1 67 f ] Pour le second point le le tiens un peu plus difficile 4 resoudre, 
ct n’en voudrois pas donner mon opinion pour bonne, I’ay creu quepourueu 

* Lessing notes (xxxii, 25) that Corneille boasted of his invention ‘L’ordre de 
leur naissance mcertain, Rodogune prisonniere ne sont que des embelhsseraens 
de I’lnuention, et des achemincmens vray-semblables 4 I’effet desnaturi que me 
presentoit I’Histoire, et que les loix du Poeme ne me permettoient pas de changer’ 
{Rodogune, ed at [p x] (quoted by Schroter and Thiele, Lessings Hamburgische 
Dramaturgie, Halle, 1878, p 196)) But he points out that it is not ‘das blosse 
Erdichten’, but ‘das zweckmassige Erdichten’, that is the mark of creative gemus 
(xxxii, 27) 
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que nous conseruassions les effets de I’Hutoire, toutes les circonstances, 
ou comme ie viens de les nommer, les acheminements, estoienc en nostre 
pouuoir, au moms le ne pense point auoir veu de regie qui restreigne cette 
liberti que i’ay pnse Ie m’en suis assez bien trouu6 en cette Tragedie, 
mais comme le I’ay pouss^e encore plus loin dans Heraclius que le viens de 
mettre sur le Theatre, ce sera en le donnant au public que je tascheray de 
la justifier si le voy que les s;avants s’en oifencent, ou que le peuple en 
murmure Gependant ceux qm en auront quelque scrupule m’obligeront 
de considerer les deux Electres de Sophocle et d’Eunpide, qm conseniant 
le mesme effet, y paruiennent par des voyes si differentes, qu’il faut 
jiecessairement conclurre que I’une des deux est tout h fait de I’lnuention 
de son Autheur Ils pourront encore jetter I’oeil sur ITphigeme in Tauns,^ 
que nostre Aristote nous donne pour exemple d’une parfaite Tragedie, et 
qui a bien la mine d’estre toute de mesme nature, veu qu’elle n’est fondde 
que sur cette feinte que Diane enleua Iphigeme du sacrifice dans une nuee, 
et supposa une Biche en sa place Enfin ils pourront prendre garde k 
I’Helene d’Euripide, 011 la principale action et les Episodes, le noeud et le 
desnouement sont entierement inuentez sous des noms veritables 

And as previously in connexion with Der Graf von Essex, ^ Lessing 
accuses Voltaire (xxxi, 138) of futility in calculating that Corneille 
had made his Rodogune too young {Commentaires, ed cit iv, pp 
337 f) 

Gependant Rodogune n’est point jeune, elle epousa Nicanor lorsque les 
deux fr^res dtaient en bas age , ils ont au moms vingt ans Cette rougeur, 
cette timidit6, cette innocence semblent done un peu outr^es pour son age, 
elles s’acordent peu avec tant de maximes de politique, elles conviennent 
encor moms 4 une femme qui bientot demandcra la tete de sa belle-m 4 re 
aux enfans mfime de cette belle-m 4 re 

How far had this brilliant condemnation of a play which, for more 
than a hundred years, was regarded as ‘the greatest masterpiece of 
the greatest dramatist of France and Europe’ (xxxu, 99), been fore- 
shadowed or prepared by previous cntics ^ Dacier, to whom Lessing 
was indebted in his treatment of Polyeucte, has httle to say of Rodogune ,® 
but at the close of St xxxii Lessing mentions three predecessors The 
first of these, ‘ an honest Huron in the Bastille ’, is the hero of the story 
Vlngirm, which was by Voltaire, although Lessing was obviously not 

1 In vmting ‘Iphigenia in Taurika’ (xxxi, 127), Lessing would appear to be 
tollovnng Daaer, Poetique d'Anstole, eJ at pp 154,237,283,300,610 ‘Iphigeme 
Taunque’ (Curtius, ‘taunsche Iphigema’, Aastoteles Dichlkunsl, Hanover, 1753, 
pp 273, 276) * See below, p 183 

• The few references are unfavourable (cp Poitique d’Anstote, ed at pp 229,234, 

235. 254) 
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aware of his authorship at the tune of writing ^ Brought up among the 
Hurons of North America, ‘I’Ingdnu’ comes to Europe and is thrown 
into prison. Here, in chapter xu, Gordon, a Jansemst, attempts to 
mould his taste in French literature 

Lisez Rodogune, lui dit Gordon, on dit que c’cst Ic chef-d’oeuvre du 
thdatre, les autres pieces qui vous ont fait tant de plaisir sont peu de chose 
en comparison [nt] Apr^s avoir lu trhs attenuvement la pi^ce, sans 
autre dessein que celui d’avoir du plaisir, il regardait son ami avec des 
yeux secs et dtonnes, et ne savait que dire Enfin, press6 de rendre compte 
de ce qu’il avail senti, voici ce qu’il r^pondit Je n’ai guires entendu le 
commencement, j’ai ^ti revolt^ du milieu, la dcrni^re sc^ne m’a beaucoup 
^mu, quoiqu’elle me paraisse peu vraisemblable, je ne me suis mt^ressd 
pour personne, et je n’ai pas retenu vingt vers, moi qm les retiens tous 
quand ils me plaisent 

Cette pit'ce passe pourtant pour la meilleure que nous ayons ® 

The second predecessor is ‘ein Pedant’ in Italy Former com- 
mentators have referred this to Scipione Maffei (1675-1755), but the 
reference is to the anonymous author (Pietro di Calepio) of the 
Paragone della Poesia tragica Italia con quella di Francia, published by 
Bodmer at Zurich in 1732 ^ In the fourth article of chapter 11 (ed cit. 
PP 39 f)) Calepio discusses the shortcomings of Rodogune, but, as far 
as I can see, Lessing owed nothing definite to his criticism Lastly, 
there was Voltaire’s criticism of the play in his edition of Corneille * 

Had Rodogune been repeated within Lessing’s period — as a matter 
of fact, the next performance took place on August 26, a few days 
after the nominal date of St xxxii— he proposed to say more of his 
predecessors (xxxii, 132) With a view to this, he made notes® from 

' Le Huron, ou I'Inginu, histmre veritable, tirie des manuscrits du P Quesnel was 
published without Voltaire’s name in September, 1 767, and was confiscated eight 
or ten days after publication, consequently it could not have been known to 
Lcsamg on the nominal date of this part, August I0, but St xxxii-xxxv were not 
published until December An edition was published at Dresden in 1767, the 
edition from which I quote above was published with Voltaire’s name [at 
London] in 1767 Cp (Euvres Completes, Pans, 1877-85, vol 1 , p 526 

* VIngfnu, histoire veritable, Tir^e de Manuscrits du Pfere Quesnel Par M de 
Voltaire Geneve [London], 1 767, pp 76 f 

“ See below, pp agi f 

* In connexion with the statement ‘denn es 1st doch gemeimglich ein Franzose, 
der den Auslandern uber die Fehler ernes Franzosen die Augen eroffnet’ (xxxii, 
125), Petersen (ed cit p 212) refers to a similar statement in Lessmg’s preface to 
Das Theater des Herrn Diderot (Schnjien, viu, pp 286 f ) 

' Eniwurfe gu Besprechungen, Schnften, xv, p 46 
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an article in the Journal encyclopidique of October, 1761,'^ where an 
account is given of Voltaire’s generous efforts on behalf of Corneille’s 
granddaughter He writes in the Entwurfe zu Besprechungen 

Die Komodianten waren die ersten, welche sich des Enkels des grossen 
Corneille offen tlich annahmen Sie spieltcn zu seinem Besten die Rodogune, 
und man lief mit Hauffen hinzu den Schopfer des Franzosischen Theaters 
in semen Nachkommen zu belohnen Dem H v Voltaire ward die 
Mademoiselle Corneille von le Brun empfbhlen , er hess sie zu sich kommen, 
ubemahm ihre Erziehung, und verschafte ihr dutch die Ausgabe der 
Werke ihres Urvaters eine Art von Aussteuer Man hat die That des 
H von Voltaire ganz ausserordentlich gefunden, man hat sie in Prosa und 
in Versen erhoben, man hat die ganze Geschichte in einen besondem 
gnechischen Roman verkleidet (La Petite Niece d’Eschyle 1761) 

Sie ist auch wirklich ruhmlich, aber sie wird dadurch nichts ruhmhcher, 
well es die Enkelm des Corneille war, an der sie Voltaire ausubte Vielmehr 
war die Ehre, von der er voraussehen konnte, dass sic ihm nothwendig 
daraus zuwachsen musste, eine Art von Belohnung, und der Schimpf der 
dadurch gewissermaassen auf Fontenelle zuruckfiel, war vielleicht fur 
Voltairen auch erne kleine Reitzung 

Auch das Unternehmen, den Corneille zu commentiren, schneb man 
dem H von Voltaire als cine ausserordentlich uneigennutzige und gross- 
muthige That an {Journal encycl Oct 1761) L’exemple qu’il donne, est 
unique, il abandonne pour ainsi dire son propre fonds, pour travailler 
au champ de son voisin et lui donner plus de valeur Que ceux qui 
calomnient son cosur, admirent au moms la noblesse d’un procedi si rare 
II est ordinaire que les grands hommes s’etudient, mais ilsn’ontpascoutume 
de se commenter Dans le nombre presque infini des Editeurs, des Com- 
mentateurs, des Gompilateurs, on peut en citer beaucoup qui ont marqui 
de I’erudition, quelques-uns ont eu de I’espnt, tres peu du gout voici le 
premier qui a du genie, et plus de gout, d’espnt et meme d’erudition, 
qu’aucun d’eux Nous admirerons d’avantage I’Auteur de Rodogune, de 
Poheucte, de Cinna, quand nous verrons toutes ses pieces ennchies des 
Commentaires que prepare I’Auteur de Mahomet, d’Alzire et de Merope, 
ils vont fortifier I’ldee que nous nous formons de Corneille et le rendre, s’ll 
est possible, encore plus grand k nos yeux, ils feront lire [Journal encycl 
relire] le texte avec plus de plaisir et plus d’utihti 

Wie vie] 1st von dieser schmeichlerischen Prophezeyung abgegangen 
Wie sehr 1st dieser Commentar anders ausgefallen ' Wie leicht ware es zu 
glauben, dass Voltaire auch hierbey sehr eigennutzige Absichten gehabt 
hatte * 

1 Jounud eruyclopidique, vii, 1, October i, 1761, pp 1 13 ff A letter from Voltaire 
concerning the enterprise of preparing the Commentaires sur Corneille is printed here, 
with a prehniinary account from which Lessing quotes See note 3 below 

’ Schriften, xv, pp 45 ff The passage quoted here from the Journal enryclopidique 
IS in the first of the two October numbers of 1761, pp. 1 14 f Voltaire’s edition of 
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On the translation used at the Hamburg production Lessing com- 
ments favourably It was not the old one by Breland (Wolfcnbllttel, 
1691) but a new one completed in Hamburg and not yet prmted 1 

Corneille’s name naturally appears with considerable frequency in 
the HambuTgische Dramaturgie, in those sections which are concerned 
with dramatic theory ® Many of his plays are mentioned, but no 
other work receives the special consideration accorded to Rodogune, 
that being the only one of his tragedies which was performed m 
Hamburg Polyeucte is considered (u, 35, lxxv, 116) as the chief 
example of a kind of play which meets with no favour at Lessing’s 
hands, the ‘Christian tragedy’,^ he arraigns it for the lack of natural- 
ness in Its character-drawing and for its dependence on the untragic 
motive of martyrdom Lt Ctd, again, is mentioned as an example of 
tragi-comedy (lv, i 30 ) Lessing deals, however, mainly with a specific 
matter (lv, 94), the famous box on the ear in Act i, scene 3, wKich 
creates the tragic situation in that drama by bringing about a quarrel 
between Don Di^gue, father of Rodrigue and the Comte de Gormas, 
father of Chim6ne, who admimsters the ‘soufflet’ Voltaire had 
insisted on Its impropriety, he had said (Commentoiw, cit 1, p 190) 

On ne donnerait pas aujourd’hui un souflet sur la joue d’un hdros Les 
acteurs m€mes sont tr^s-embarrass^s k donner ce souflet, ils font lesemblant 
Gela n’est plus meme soufert dans la com^die, et e’est le seul exemple qu’on 
en ait sur le theatre tragique II est a croire que e’est une des raisons qui 
firent intitulcr le Cid tragi-comedie 

Corneille brought in, says Beuchot in his preface to the Commmtaires, a profit of 
1 00,000 francs which was shared between the pubbsher and Mademoiselle Corneille 
[CEwres dt Voltaire, ed M Beuchot, xxxv (Commentaires i). Pans (1839), p v) 
That Voltaire was not unaware of Lessing’s strictures is apparent from a letter 
published in Die Gegenwart (No 42), October 19, 187B, xrv, p 251 (J Duboc, 
Em Beitrag zur Voltaire-Lileratur) Voltaire, writmg to W Grossmann, theatre 
director m Hanover, on August 14, 1767, refers to Lessmg’s writings in Hamburg, 
and adds 'Mon grand age et ma mauvaise sant^ ne me permettent guferes de 
revemr sur I’iditton de Pierre et de Thomas Corneille J’ai chez moi leur m^e, 
qui me console dans la decrepitude, ob je suis tombe Les gens de Lettres edaires 
augmentent encore cette consolation ’ 

^ Cp R Raab, Pierre Corneille in deutschen Vbersetzungen md auf der deutschen 
Buhne its Lessing Diss Heidelberg, 1910, pp 150 ff, 757 ff See also above, 
pp 82 f 

* See below, esp pp 355, 364!, 377f , sBaf, 384, 4i5ff, 421 ff, 467 

* Cp XV, 72 , utxxii, 67, see below, pp 421 ff, and cp also Dacier’s criticism 
quoted on p 423 Polyeucte was the most popular of Corneille’s plays m Germany 
(cp R Raab, at pp 103 ff) 

* See below, p 393 
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‘Die Schauspieler, sagt der Herr von Voltaire, wissen nicht, wie sie 
sich dabey anstellen sollen’ (lvi, 14) Voltaire does not however 
mean, as is here assumed, that the actor is embarrassed by having to 
receive the insult, but rather because he has to give it More reasonable 
is Lessing’s objection to the argument that the audience is pained by 
the introduction of a farce-situation into tragedy. With some justice 
Lessing contends that, on the contrary, he would see the box on the 
car bamshed from comedy rather than from tragedy He defends 
the tragic effect — and with this defence the modern reader will be 
in sympathy — of the situation in Le Ctd What other form of insult 
could be substituted for it in Corneille’s drama (87) It is the only 
one where the ‘ Pundonor ’ cannot be satisfied by excuses or apologies ^ 
Lessing’s commentary on the situation in Le Ctd (lvi, 87 ff ) is 
based on information obtained from Parfaict {op cit v, p 259) ‘Le 
Gid re^ut encore quelques alterations II parut aprfes I’Edit centre 
les duels Dans la Tragedie D Anas pressoit le Comte de Gormas de 
la part du Roy de faire des reparations a Dom Diegue le Comte 
rdpondoit [here follow the four hnes which Lessing quotes] On 
trouva ces maximes dangereuses, et peu convenables aux circonstances 
du terns M Corneille fut oblige de reformer ces quatres vers ’ 
Parfaict gives as his authority the ‘Avertissement’ of the edition of 
Corneille byjolly (Pans, 1738) hihisCommentaires {ed at 1, pp 204 f) 
Voltaire gives another version of these lines 

Les satisfactions n’apaisent point une ame, 

Qui les re90it a tort, qui les fait se difame, 

Et de pareils acords, reffet le plus comun 
Est de deshonorer deux hommes au lieu d’un 

and adds ‘Ces vers parurent trop dangereux dans un terns oh Ton 
pumssait les duels qu’on ne pouvait areter, et Corneille les suppnma ’ 


J B P. MOLIERE 

It is regrettable that in the Dramaturgie Lessing has so little opimon 
of his own to express about Moliere I doubt, however, whether he 
had at any time a very warm personal interest in the master of French 


^ On the pundonor of Spanish drama cp D Antonio Rubi6 y Lluch, El Sentmento 
del honor en el Teatro de Calderdn, Barcelona, 1882, cp also E Martmencbe, La 
Comedia espagnoU en Fraiue de Hardy d Racine, Pans, 1900, pp 91 99 ff, 130 f. 
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comedy * There is httle more to be done here than to put on record 
the sources which he used 

Molifere’s Die Frauenschule is discussed in St liu The information 
contained in the two paragraphs beginmng ‘ Mohere hatte bereits . ’ 
(72) and ‘ Wenn indess, nach der Meinung ’ (100), is based on two 
cnticisms quoted by Parfaict (ix (1746), pp i7off) The first of 
these IS from a ‘Mimoire sut la Vie et les Ouvrages de Moltire’ 

La ressemblance que I’on pourroit trouver entre I’Fcole des Mans et 
I’Fcole des Femmes, sur ce qu’Arnolphe et Sganarelle sont tous deux tromp6s 
par les mesures qu’ils prcnnent pour assurer leur tranquillity, ne pcut 
tourner qu’k la gloire de Mohere, qui a trouve le secret de vaner ce qui 
paroit uniforme Les traits naifs d’Agnes ingenue et spirituelle, qui ne 
pfiche contre les biensyances, que parce qu’Arnolphe les Itu a laiss^ ignorer, 
ne sont pas les memes que ceux d’Isabelle fine et deh6e, qui n’ont d’autre 
principe que la contrainte oil la tient son Tuteur 

The second is from De Vise, Nouvelles nouvelles, Troisieme Partie “ 

Cette Pidce a cinqActes tousceuxquil’ontvuesontdemeurezd’accord 
qu’elle est mal nommye, et que c’est plutot VLcole des Mans, que VEcole des 
Femmes mats comme il y en a deji [de Vise il en a d^ja fait] une sous ce 
titre, il n’a pu lui donner le mSme nom Elies ont beaucoup de raport 
ensemble, et dans la premiere, il garde une femme, dont il veut faire son 
ypousc, qui, bien qu’d la croye ignorante, en sgait plus qu’il ne croit, ainsi 
que 1’ Agnfes de la derniere, qui joue, aussi-bien que lui, le meme personnage, 
et dans VLcole des Mans, et dans I’Fcole des Femmes et toute la dilKrence 
que Ton y trouve, c’est que V Agnes de I’Ecole des Femmes, est un peu plus 
sotte, et plus ignorante que V Isabelle de I’Ecole des Mans Le sujet des [de 
VtsI de ces] deux Pieces n’est point de son invention, il est tir6 de divers 
endroits, k s 9 avoir, de Boccace, des Contes d’Ouville [de VisI de Douuillc], 
de la Prycaution inutile de Scarron, et ce qu’il y a de plus beau dans la 
dermere, est tire d’un livre intitule Les Nuits facHieuses du Seigneur 
Straparolle, dans une Histoire duquel, un Rival vient tous les jours faire 
confidence ^ son ami, sans s^avoir qu’il est son Rival, desfaveurs qu’il ob- 
tientde sa Maitresse, ce qui fait tout le sujet et la beaute de I’Ecole des Femmes ^ 

I See, however, A Ehrhard, Les Comidies de Molihe en Allemagne, Pans, 1888, 
pp 202 ff (and espeaally pp 234 ff ) 

* The original passage is to be found (with slight orthographical and verbal 
differences) in Nouvelles nouvelles par Monsieur de [Jean Donneau de Vise], 
Pans, 1663, Troisesme Partie, p 231 

' La Pricaution inutile is the first of the Nouvelles tragi-comiques (Pans, 1655) of 
Paul Scarron (1610-60) Le piacevoli Notts of Giovanni Francesco Straparola 
appeared in 2 vols at Venice, 1550-55, and was frequently reprinted. A French 
translauon appeared in 15B5 The story of this collection to which Mohere is here 
probably indebted is that of Night iv. No 4 
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The passage translated from Trublet (uu, 88 ff ) is in his essay 
‘De la Tragddie et de la Com^e’ m Essats sur divers sujets de htUmture 
et de morale. Pans, 1 754-60, iv, p 372 

Les deux sujets les plus heureux de Trag^die et de Comddie, c’est le Cid 
et VEcole des femmes Mais I’un et I’autre ont 6 t 6 trait^ par Corneille et par 
Moliere, lorsque ces Auteurs n’^toient pas encore dans toute leur force Je 
tiens cette observation de M de Fonterulle 

In Lessing’s EnlwUrfe zu Besprechungen {Schnften, xv, p 40) is also the 
following extract translated from ‘TrUblet’, which was probably 
intended for use m commenting on the next performance of I’Fcole 
des femmes' 

Man mmt es mit den Komodien weit genauer, als mit den Tragodien 
Man kann einen verstandigen Mann weit Icichter ruhren, weit leichter so 
gar weinen machen, als belustigcn, und zum lachen brmgcn Das Herz 
lasst sich immer zu den Regungen wilhg finden, die man in ihm erwecken 
will der Witz hmgegen verweigert sich gewissermassen dem Schcrzhaften 
Es schemt, dass es unsere Eitelkeit weit mehr kranken wurde, am unrechten 
Orte gelacht, als ohne Ursache gewemt zu haben Das erste zeiget von 
Dummheit, und das andre nur von Schwachheit, und diese Schwachheit 
selbst setzt eine Art von Gute voraus 

This IS a translation of the following passage [Essais, ed cit iv, pp. 

363 f) 

On est plus dificile sur les Comddies que sur les Tragedies II cst plus 
aisd de toucher un homme d’espnt, et meme de le faire pleurer, que de le 
r^jouir et de le faire rire Le coeur se prete volontiers aux mouvemens qu’on 
veut exciter en lui, mais I’esprit r&iste en quclque sorte k la plaisanterie 
II semble que notre vamt^ seroit plus blessie d’avoir ri mal k propos, que 
d’avoir pleur^ sans sujet Le premier marque de la sotise Le second ne 
marque que de la foiblesse, et cette foiblesse meme suppose une sorte de 
bontd 

Lessing also quotes (lhi, no) from Voltaire’s account of I’Ecole 
des femmes, m his Vie de Molihe, avec de petits Sommaires de ses Bitces,^ 
to this might be added a longer excerpt, which Lessing proposed to 
use in criticising the second performance of the play on July 24 (which 
did not, however, take place) 

Moliere sahe in der Ictzten Helfte des Jahres 1661, und das ganze Jahr 
62, sein Theater ziemhch vcrlassen Denn die ganze Stadt hef zu den 
Italienem, um den Scaramouchc zu sehcn, der wicdcr nach Paris gckommen 

* Cp Cmtes de GmUaume Vadi, [Geneva], 1764, pp 340 f 

12 
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war WoUte MoLere mcht den Iceren Logen spielen so musste er das 
Publikum durch etwas Neues zu lockcn suchen, so ungefehr von dem 
Schlage dcr welschen Schnurren Er gab also seine Frauenschule aber 
das nehmliche Publicum, welches dort die abgeschmaktesten Possen, die 
eckelsten Zoten, in einem Gemengsel von Sprache ausgeschuttet, auf das 
unbdndigste belachte und beklatschte, envies sich gegen ihn so streng, als 
ob es nichts als die lauterste Moral, die allerfeinsten Scherze nut anzuhoren 
gewohnt sey Indess zog er es doch wieder an sich, und er liess sich gern 
kntisiren, wenn man ihn nur fleissig besuchte 

Die meisten von diesen Kritiken zu Schanden zu machen, hatte er 
ohnedem alle Augenbhcke in seiner Gewalt, die er denn auch endlich auf 
eine ganz neue Art ubte Er sammelte nehmlich die abgeschmaktesten, 
legte sie verschiedenen lacherlichen Origmalen in den Mund, mengte 
unter diese ein paar Leute von gesundem Geschmake, und machte aus 
ihren Gesprachen fur und wider sein Stuck, einc Art von kleinem Stucke, 
das er die Critik des erstern nannte (La Critique de I’Ecole des Femmes) 
und nach dcmselben auffuhrte Diese Erfindung 1st ihm in den folgenden 
Zeiten von mehr als einem Dichter nachgebraucht worden, aber me mit 
bcsondrem Erfolge Denn ein mittelmassiges Stuck kann durch eine solche 
apologetische Leibwache, das Ansehen eines guten doch mcht erlangen, 
und ein gutes wandelt auch ohne sie, durch alle hamische Anfcchtungen, 
auf dem Wegc zur billigern Nachwelt sicher und getrost fort ^ 

One might compare with this a passage from Voltaire’s Vie de Mohhe 
{ed. cit p 340) 

Le theatre de Moliere, qui avait donn6 naissance ^ la bonne com6die, 
fut abandonn6 la moitie de l’ann6e 1661, et toute I’annee i66z, pour 
certaines farces moiti6 Italiennes, moiU«^ Fran9aises, qui furent alors 
accr6dit6es par le retour d’un fameux Pantomime Italien, connu sous le 
nom de Scaramouche Les memes spectateurs qui applaudissaient sans 
reserve k ces farces monstrueuses, se rendirent difficiles pour I’Ecole des 
femmes, pidce d’un genre tout nouveau, laquelle, quoique toute en r6cits, 
est mdnagdc avec tant d’art, que tout parait etre en action Elle fut trds 
suivie et trds critiquee, comme le dit la gazette de Loret 

Pidce qu’en plusieurs lieux on fronde. 

Mats oil pourtant va tant de monde, 

Que jamais sujet important 
Pour le voir n’en attua tant 

In connexion with the references to Moliere’s play in Lessing’s criticism 
of It, the following notes may be appended ‘Die Ehestandsregeln ’ 
(nm, 85) are the ‘maximes du manage ou les devoirs de la femme 
manee, avec son exercice joumahcr’ which Agnes has to read in Act 

* Entwurfe zu Besprechungm, Schriften, xv, pp. 41 f 
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in, sc u. When Voltaire praised Mohfere for having given his piece 
the effect of action, although it is only narrahon, he might have 
remembered, Lessing comments (121), what Molifere himself had 
said in La Critique de I’Rcole des femmes. The passage to which Lessing 
alludes is in sc vii 

Dorante Premiferement, il n’est pas vrai de dire que toute la pifece n’cst 
qu’en r6cits On y voit beaucoup d’actions qui se passent sur la sc6ne, et 
les r^cits eux-memes y sont des actions, suivant la constitution du sujet, 
d’autant qu’ils sont tons faits innocemment, ces rdcits, k la personne mt6- 
ressie, qui, par la, entre k tons coups dans une confusion k rdjouir les 
spectateurs, et prend, k chaque nouvelle, toutes les mesures qu’il peut, 
pour se parer du malheur qu’il craint 

In the Entwurfe {Schnften, xv, pp 39 f ) is to be found the following 
translation by Lessing from the same scene 

Dorante Sie glauben also, mem Herr, dass nur die ernsthaften Gedichte 
sinnreich und schon sind, und dass die komischen Stucke Armseligkeiten 
smd, die nicht das geringste Lob vcrdienen^ 

Urania Ich wenigstens, denke so mcht Die Tragodie 1st unstreitig etwas 
schones, wenn sie wohl behandelt 1st aber die Komodie hat ihrcn Nutzen 
gleichfalls, und ich halte dafur, dass die eine eben so schwer 1st, als die 
andere 

Dorante Sicherhch, Madame, und vielleicht wurden Sie sich mcht irren, 
wenn Sie sagten, dass die Komodie noch em wenig schwerer sey Denn 
kurz, grosssprecherische Gesinnungen auszukramen, dem Gluck m Versen 
Trotz zu bieten, das Schicksal anzuklagen, Lasterungen gegen die Gotter 
auszustossen, finde ich weit leichter, als das Lacherliche der Menschen in 
sein gehonges Licht zu setzen, und uns ihre Fehler auf eine angenehme 
Weise auf dem Theater vor Augen zu bringen Wenn Sie Helden schildem, 
so machen Sie was Sie wollen, es smd Gesichter nach Gutdunken, von 
welchen man kerne Ahnlichkeit verlanget, Sie brauchen nur die Zuge 
auszudrucken, auf die Sie eine angespannte Einbildungskraft brmget, die 
mcht selten mit Fleiss das Wahre verlasst, um das Wunderbahre zu 
erhaschen Aber wenn Sic Menschen mahlcn so will man, dass diese 
Gemahlde gleichen sollen, und Sie haben schlechterdings nichts geleistet, 
wenn wir mcht unsere Zeitverwandten, so wie sie wirklich smd, darinn 
erkennen Mit einem Worte, m einem ernsthaften Stucke 1st es genug, 
um alien Tadel zu vermeiden, wenn man nur etwas vernunftiges sagt, und 
es gut ausdruckt Hiermit aber 1st es in den andern Stucken mcht gethan, 
da soil man scherzhaft seyn, und was fur em kitzliches Untemehmen 1st 
es, vernunftige Leute zu lachen zu machen 

In elucidation of Lessing’s criticism of Voltaire, it may be recalled 
that Arnolphe in Moh^re’s play intends to marry Agnes, a country 
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girl whom he has had brought up m a convent in ignorance and 
innocence He learns to his dismay that Horace, the son of his best 
inend, is in love with Agnfes, and in Act m, sc iv, he has to listen to 
the account given him by Horace (who does not know of the real 
state of affairs) of his ‘progr^s’ — Lessing’s ‘Progressen’ (um, 138) 

In St Lxx (133) Lessing again quotes from Voltaire’s Vie de Molihe 
{ed at pp 335 ff ) on I’Ecole des mans 

On a dit que I’Ecole des Mans 6tait une copie dcs Adelphes de Tdrence 
u cela 6tait, Moliere cut plus m< 5 rit^ I’^loge d’avoir fait passer cn France 
le bon gout de I’ancienne Rome, que le reproche d’avoir ddrobe sa piece 
Mais les Adelphes ont fourni tout au plus I’ldde de I’Ecole des Mans. II 
y a dans les Adelphes deux vieillards de difKrente humeur, qm donnent 
chacun une education diffdrente aux enfans qu’ils ^levent, il y a de m6me 
dans I’Ecolc des Mans deux tuteurs, dont I’un est sdvfere, et I’autre indulgent ■ 
voili toute la ressemblance II n’y a presque point d’lntngue dans des 
Adelphes, celle de I’Ecole des Mans est fine, int^ressante et comique 
Une des femmes de la pi^ce de Terence, qm devrait faire le personnage le 
plus mtiressant, ne parait sur le theatre que pour accoucher L’Isabelle 
de MoliAre occupe presque toujours la sc^ne avec esprit et avec grace, et 
m^e quelqucfois de la biens^ance, mfimc dans les tours qu’elle joue i son 
tuteur Le denouement des Adelphes n’a nulle vraisemblance, il n’est 
point dans la nature, qu’un vieillard qm a ete soixante ans chagnn, severe 
et avare, devienne tout-k-coup gai, complaisant et hberal Le denouement 
de I’Ecole des Mans est le medleur de toutes les pieces de Mohere II est 
vraisemblable, naturel, tu-e du fond de I’lntngue, et, ce qm vaut bien 
autant, il est cxtremement comique 

For the rest, Lessing’s references to Mohere in the Dramaturgie are 
sporadic and ummportant I refer elsewhere to his claim (x, 1 8) that 
Destouches practised a higher form of comic writing than Mohere * 
In St xxviii ( 1 42 ) he defends Mohere’s Misanthrope against Rousseau 
and from that play, which Schlegel had suggested as a source of his 
ovm Tnumph der guten Frauen, he quotes a passage (lh, 38). After 
Mohere’s death, Lessmg says (xiii, 65) the actors had his prose plays 
turned into verse ® Lastly, in discussing Pahssot’s views on character 
in drama (lxxxvi, 23 ff.) he quotes the Impromptu de Versailles * 

* See below, p 202 * See below, pp 390 f 

" See below, p 463 

* Further mention of Moliire or references to him are to be found m xrv, 91, 
XXI, 66, [xxvi, 75] , XXIX, 9, ixx, 105, [xcii, 37 ff] (References m square brackets 
occur m quotations ) 
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PH Q.UINAULT 

What Lessing has to say of Phihppe Quinault’s Du coquette Mutter 
(xrv, 87) IS drawn exclusively from Parfaict (ix (1746), pp 369 ff ) 

Cette Comddie est mise par les Connoisseurs au rang des meilleures qui 
sont rest^es au Theatre Francois Le caractere du Marquis, (qui pour 
le dire en passant, est le premier qu’on ait mis au Theatre) a paru tr6s- 
dtfectueux k I’Auteur de la Critique [Parfaict then quotes from this 
criticism, which had appeared in the Mercure de France (March, 1729, pp 
588 ff) He quotes again from it a litde further on (pp 373 f ) ] ‘Je ne 
m’arrfiterai pas beaucoup k Examiner le cinquieme Acte, tout le monde 
convient qu’il pouvoit etre mieux, le vieil Esclave annoncd dans les Actes 
pricddens, ne paroit point, et Ton n’cst pas trop satisfait de voir ddnouer 
la Pi^ce par un r^cit, quand on a 6t6 prepare i une action plus Theatrale 
Cela n’empeche pas que ce denouement ne soil r^guher, mais on s’attendoit 
k quelque chose de plus piquant le titre de Mere nvale, lui conviendroit 
mieux que celui de Mere coquette, ou pldtot on feroit mieux de s’en temr k 
celui des Amans brouillis, que I’Auteur ne lui a donn6 qu’en second Au 
reste, le succAs de cette Piece a ^t^ plus ^clatant cn cette demiere reprise 
qu’^i toutes les proc6dentes, aussi n’a-t-elle et6 jamais mieux repr6sent^e 
qu’aujourd’hui Je ne pretends nen lui ddrober par-la de son propre 
m^nte, et je crois que Mohcre n’auroit pas rougi de I’avoir faite ’ 


THOMAS CORNEILLE 

The play which nominally occupies the largest place in the Ham- 
burgtsche Dramaturgie (xxii, 77-xxv and liv-lxx, 99) is Le Comte 
d" Essex by Pierre Corneille’s younger brother Thomas In the articles 
in his second volume, however, Lessing is hardly concerned at all with 
the work of Corneille, but with English and Spamsh dramas on the 
Earl of Essex And indeed, even in his first articles, he has virtually 
little independent cnticism of the French play to offer, he accepts and 
repeats Voltaire’s estimate 

The information which Lessing supplies about the tragedy when 
It was first performed (xxn, 78 ff ) appears to have come from Parfaict 
(xu (1747), pp 75 ff) A reference to La Calprenede’s play on the 
same theme, forty years previously, is to be found there 

II y a trente ou quarante ans que feu M de la Calprendde traita le sujet 
du Comte d’Essex [Marginal note ‘Le Comte d’Essex, de la Calprenede, 
parut en 1638 ainsi c’est 40 ans juste ’], et le traita avec beaucoup de 
succ^ 
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On the later occasion'^ when he discussed the play, he turned (liv, 
9) to L£iis {Dictionnaire, ed at pp 1 20 f ) , where he found 

Le Comte d' Essex Le malheur de cct miortuai Seigneur, qui eut la tfite 
tranch6e i Londres le 25 F^vner 1601, a fourni le sujet de trow 7 Vfl[gddies] 
La premiere, par La Calprenede, laquelle eut un grand succ^, ^ rH6tcl 
de Bourgogne en 1638 La deuxicme, de Claude Boyer, donn^e sur le 
Th^[atre] de Gudn^gaud en 1672, ou, scion d’autres Auteurs, le 25 
F( 5 v[rier] 1678, un mois environ aprcs le Comte d' Essex, de Corneille, et la 
troisieme de Thomas Corneille, qui est celle qui est reside en possession du 
The[itre] Elle fut reprdsentde k I’Hotel de Bourgogne au commencement 
de Janvier 1678, et fut d’abord critiqude 

Lessing quotes (xxn, 84) Corneille’s own Avis, which he found re- 
printed in Parfaict (xii, p 76) 

II est certain que le Comte d’Essex eut grande part aux bonnes grapes 
d’Ehzabeth II dtoit naturellement ambitieux, les services qu’il avoit rendus 
k I’Angleterre, lui enflerent le courage Ses ennemis I’accuserent d’lntelli- 
gence avec le Comte de Tiron, que les Rebelles d’lrlande avoient pris 
pour chef Les soup9on3 qu’on en eut lui firent oter le commandement de 
I’armdt Ce changement le piqua, il vint k Londres, rdvolta le Peuple, 
fut pris, condamnd, et ayant toujours refuse de demander grace, il eut la 
tdte coupde le 25 Fdvrier 1601 Voil^i ce que I’Histoire m’a fourm J’ai 
dtd surpris qu’on m’ait imputd de I’avoir falcifide, parce queje ne me suis 
point servi de I’lncident d’une bague qu’on pretend que la Reine avoit 
donnde au Comte d’Essex pour gage d’un pardon certain, quclque crime 
qu’il put jamais commettre contre I’dtat, mais je suis persuade que cette 
bague est de I’lnvention de M de la Calprendde, du moms je n’en ai rien 
lii dans aucun Historien 

Corneille is wrong, however (103), in calling the ring an invention 
of his predecessor, in proof of this Lessing turns to the History of 
Scotland by William Robertson, London, 1 759 (11, pp 24a ff ) * 

The most common opinion, at that time, and perhaps the most probable, 
was that it [the Queen’s melancholy] flowed from grief for the Earl of 
Essex She retained an extraordinary regard for the memory of that 

1 Lessing witnessed the second performance ofDer Graf von Essex (Julv 15) while 
he was writing his first criticism 

• Lessing’s quotation comes, with only a few slight verbal differences, from the 
German translation by M Th Chr Mittelstedt, Braunschweig, 1 762, 11, pp gooff 
On the other hand, his translations from Hume’s History of England are apparently 
his own, for although a German version of that work had begun to appear at 
Breslau and Leipzig in 1 762, the volume dealing with Elizabeth’s reign (Pt iv) did 
not appear until 1771 
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unfortunate nobleman, and though she often complained of his obstmacy, 
seldom mentioned his name without tears An accident happened soon 
after her retiring to Richmond which revived her affection with new 
tenderness, and imbittered her sorrows The Countess of Nottingham, 
being on her death-bed, desired to see the Queen, in order to reveal 
something to her, without discovering which, she could not die in peace 
When the Queen came into her chamber, she told her, that while Essex 
lay under sentence of death, he was desirous of imploring pardon in the 
manner which the Queen herself had prescribed, by returning a rmg, which 
during the height of his favour she had given him, with a promise that, if in 
any future distress, he sent that back to her as a token, it should intitle 
him to her protection, that Lady Scroop was the person he intended to 
imploy in order to present it, that by a mistake, it was put into her hands 
instead of Lady Scroop’s , and that she having commumcated the matter 
to her husband, one of Essex’s most implacable enemies, he had forbid her 
either to carry the ring to the Queen, or to return it to the Earl The 
Countess, having thus disclosed her secret, begged the Queen’s forgiveness , 
but Elizabeth, who now saw both the malice of the Earl’s enemies, and how 
unjustly she had suspected him of inflexible obstinacy, replied, ‘ God may 
forgive you, but I never can’, and left the room in great emotion From 
that moment, her spirit sunk entirely, she would scarce taste food, she 
refused all the medecines prescribed her by her physicians, declaring that 
she wished to die, and would live no longer No intreaty could prevail 
on her to go to bed , she sat on cushions, during ten days and nights, pensive, 
and silent, holding her finger almost continually in her mouth, with her 
eyes open, and fixed on the ground The only thing to which she seemed 
to give any attention, were the acts of devotion, performed in her apartment, 
by the Archbishop of Canterbury, and in these she joined with great 
appearance of fervour Wasted, at last, as well by anguish of mind, as by 
long abstinence, she expired without a struggle, on Thursday the 24th day 
of March in the 70th year of her age, and the 45th of her reign 

Lessing’s first concern is not with the poetic merit of Corneille’s 
tragedy, but with Voltaire’s peculiar method of criticising it by 
arraigmng Corneille, history book in hand, for his historical errors 
With the help of Hume and Robertson, Lessing has no difficulty in 
effectually convicting Voltaire himself of error 

In a note to Act i, sc 1, Voltaire tells us that ‘presque personne en 
France du terns de Thomas Corneille n’etait instruit de I’histoire 
d’Angleterre aujourd’hui un poete devrait etre plus circonspect’ ^ 
And again, in a note to Act v, sc viii ‘Rien ne prouve mieux 
I’lgnorance oii le public etait alors de I’histoire de ses voisins 

Voltaire finds it ridiculous, Lessing recalls (xxm, 1 8) , that Elizabeth 

^ Commentatres, ed cit x, p. 263 * Ibid p 369 
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should be represented as being in love in her sixty-eighth year : EUle 
avait alors soixante et hint ans II est ndicule d’imagmer que 1 amour 
pfit avoir la moindre part dans cette avanture ^ And on another 
occasion (xxiv, 26) he had jeered ‘II falait qu’il entendit par 1 ^ 
quelque autre dame que la reine Elisabeth, dont 1 kgc et le grand nez 
n’avaient pas de puissans charmes But why should it be ridiculous, 
Lessing asks , do ridiculous things not sometimes happen in the world ? 
Moreover (xxm, 24), he turned to Hume’s Histoiy of England, where 
he found 

But the present situation of Essex called forth all her tender affections, 
and kept her m the most real agitation and irresolution She felt a perpetual 
combat between resentment and inclination, pride and compassion, the 
care of her own safety and concern for her favounte, and her situauon, 
during this interval, was perhaps more an object of pity, than that to which 
Essex himself was reduced She signed the warrant for his execution , she 
countermanded it, she again resolved on his death, she felt a new return 
of tenderness Essex’s enemies told her, that he himself desired to die, and 
had assured her, that she could never be in safety while he lived It is 
likely, that this proof of penitence and of concern for her, would operate 
a contrary effect to what they intended, and would revive all that fond 
affection, which she had so long indulged to the unhappy prisoner But 
what chiefly hardened her heart against him was his supposed obstinacy, 
in never making, as she hourly expected, any application to her for mercy 
and forgiveness, and she finally gave her consent to his execution * 

And again (xxni, 50-59), he refers to Hume 

Most of Queen Ehzabeth’s courtiers feigned love and desire towards her, 
and addressed themselves to her in the stile of passion and gallantry Sir 
Walter Raleigh, having fallen into disgrace, wrote the' following letter to 
his friend Sir Robert Cecil, with a view, no doubt, of having it shewn to 
the Queen ‘ I, that was wont to behold her nding like Alexander, 
hunting like Diana, walking like Venus, the gentle wind blowing her fair 
hair about her pure cheeks ’ It is to be remarked that this nymph, 
Venus, Goddess, Angel, was then about sixty Yet five or su years aftei, 
she allowed the same language to be used to her Sir Henry Unton, her 
ambassador in France, relates to her a conversation which he had with 
Henry the fourth * 

Voltaire, Lessing says (63), attacks Corneille’s presentation of the 
character of his hero, he states ‘II y eut quelque terns le premier 

^ Commmtaires, ed cit x, pp 250 f ® Ibid p 249 

® David Hume, History of England from the Invasion of Julius C<esar to the Revolution 
in r 686 , London, 1 763, v, chap xliv, p 447 * Ibid p 436 (note) 
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cr^t: mais il ne fit jamais ncn de memorable But Hume had 
shown (66) that Essex had claimed credit for the destruction of the 
Spanish ships . 

In the preamble of the patent it was said, that the new digmty was 
conferred on him, on account of his good services in taking Cadiz, and 
destroying the Spanish ships, a merit which Essex pretended to belong 
solely to himself And he offered to maintam this plea by single combat 
against the earl of Nottingham, or his sons, or any of his kindred * 

In his subsequent cnticism of the play, Lessing again draws on Hume 
(lvi, 136), in stating the historical facts — and notably on the following 
passage 

Yet notwithstanding this additional provocation, the Queen’s partiality 
was so prevalent, that she reinstated him in his former favour, and her 
kindness to hun appeared to have acqmred new force from that short 
interruption of anger and resentment ® 

And the following extract may be adduced as an illustration of Lessing’s 
statement (lvi, 141 ff ) 

The earl of Essex possessed a monopoly of sweet wines, and as his patent 
was near expiring, he patiently expected that the Queen would renew 
It She therefore refused his demand , and even added, in a contemptuous 

stile, that an ungovernable beast must be sUnted in his provender This 
ngour, pushed one step too far, proved the final rum of this young nobleman, 
and was the source of infinite sorrow and vexation to the Queen herself 
Being now reduced to despair, he gave entire reins to his violent disposition, 
and threw off all appearance of duty and respect * 

Again, Lessing adds (xxm, 73), Corneille had made his Essex speak 
contemptuously of his enemies (Act i, sc 1, 11 57 ff) 

Comme il halt les m^chans, il ne serait utile 
A chasser un Coban, un Raleig, un C6cile, 

Un tas d’hommes sans nom 

on which Voltaire had commented 

Il n’y eut jamais de Coban, mais bien un lord Cobham, d’une des plus 
ilJustres maisons du pays, qui sous le roi Jaques premier fut mis en prison 

‘ Commentaires, ed at x, p 250 

* History of England, ed at v, chap xliii, pp 395 f 

“ Ibid p 408 

* History of England, ed at V, chap xliv, p 434 
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pour unc conapiraaon vraie ou pr^tendue II n’est pas pemus de falsifier 
h ce point unc histoire si rdcentc, et de trailer avec tant d’mdignitd des 
honunes de la plus grande naissance et du plus grand qidnte ^ 

It was not histoncally true, Lessing admits (xxin, 8 1 ) , when Corneille’s 
Essex said (Act n, sc vi, 11 43 f ) 

C’est au trone, oii peut-etre on m’eut laissd monter, 

Que je me fusse mis en pouvoir d’dclater 

But this does not justify Voltaire’s exclamation ‘Le lord Essex au 
trone' de quel droit ■’ comment'* sur quelle aparence'* par quels 
moyens^’® Lessing draws again (86) on Hume, who writes 

Essex was descended by females from the royal family, and some of his 
sanguine partizans had been so imprudent as to mention his name among 
those of other pretenders to the crown, but the earl took care, by means of 
Henry Lee, whom he secretly sent into Scotland, to assure James, that, so 
far from entertaining such ambitious views, he was determined to use every 
expedient for extorting an immediate declaration in favour of that monarch’s 
nght of succession * 

It is with real satisfaction that Lessing finds (97) his ‘profunder 
Histonkus’ tripping, when he says ‘Le comte de Leicester succ6da 
dans la faveur 4 Dudley ’ since these were one and the same person 
Horace Walpole in the preface to his Castle of Otranto had already 
noted this error, and in a footnote Lessing refers to the French transla- 
tion of this work The relevant passage in this translation is as follows 

M de Voltaire avoue dans sa Preface sur le Comte d’Essex de Thomas 
Corneille, qu’on s’est ^trangement 6cart6 de I’Histoire dans cette Pi^ce 
L’excuse qu’il en donne est, que lorsque Corneille la composa, la Noblesse 
Fran50ise ^toit tr^s-peu vers^e dans I’Histoire d’Angleterre, mais qu’au- 
jourd’hui qu’elle la sait, on ne pardonneroit point une pareille faute 
Cependant, oubliant que ce sitele d’lgnorance est passe et qu’il est inutile 
d’mstruire les personnes vcrs^es dans I’Histoire, il s’avise pour faire parade 
de son Erudition, d’apprendre i la Noblesse Frangoise, les noms des Favoris 
de la Reine Elisabeth, qui 6toient, suivant lui, Robert Dudl^, et le Comte de 
Leicester Groiroit-on qu’il fut besom d’apprendre a M de Voltaire Im-meme 
que Robert Dudley et le Comte de Leicester etoit une seule et meme personne ° 

* Commentaires, ed at x, pp 258 f 

* Ibid p 294 

“ History of England, ed cit v, chap xliv, p 43B 

* Commentaires, ed cit x, p 246 

‘ Le Chdteau d’Otrante, hisloire gothique, traduite sur la seconde ^Uon angloise, 
par M E , Amsterdam, 1 767, 1, pp xui f (note) 
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And finally, Lessing states, Voltaire is wrong (102) when he says (in 
a note to Act ra, sc iv, 1 20) . 

Ellc lui avail 6t6 pr6cddemment toutes ses charges apr^ sa mauvaise 
Conduite cn Irlande EUe avail mfime pouss 6 1 ’emportement honteux de la 
col^re jusqu’i lui donner un souflet Lc comte s’^tait retire ^ la campagne, 
il avail demand^ humblemenl pardon par ^crit, el il disail dans sa lettre, 
qu'il Halt piniUnt comme Nabucodonosor et qu’il mangeait dufotn La reine alors 
n’avail voulu que I’humdier, el il pouvail esp^rer son r^lablissemenl * 

Hume gives an account of the episode in the following passage, from 
which Lessing drew his facts 

Being once engaged in a dispute with her about the choice of a governor 
for Ireland, he was so heated in the argument, that he entirely forgot the 
rules both of duty and civility, and turned his back upon her in a con- 
temptuous manner Her anger, which was naturally prompt and violent, 
rose at this provocation, and she instantly gave him a box on the car, 
adding a passionate expression, suited to his impertinence Instead of 
recollecting himself, and making the submissions due to her sex and station, 
he clapped his hand to his sword, and swore he would not bear such usage, 
were it from Henry the eighth himself, and, in a great passion, he im- 
mediately withdrew from court Egerton, the chancellor, who loved Essex, 
exhorted him to repair his indiscretion by proper acknowledgements “ 

But what, after all, Lessing argues, do these questions of histoncal 
inaccuracy matter, whether the inaccuracy be Corneille’s or Voltaire’s ^ 
The tragedy (115), as Voltaire had admitted, is only a romance: 

L’lntrigue de la trag^die n’est qu’un roman, le grand point est que ce 
roman puisse int^resser On demande jusqu’i quel point il est permis de 
falsifier I’histoire dans un poeme’ Je ne crois pas qu’on puisse changer sans 
d^plaire, les faits ni meme les caract^res connus du public ^ 

But of this latter limitation Lessing will not hear, we do not read 
Corneille’s tragedy with the history of Rapin de Thoyras (xxrv, 9, 

^ CommentaireSj ed at x, p 323 

* Htstoty of England, ed at v, chap xliu, p 405 The incident la related by Hume 
under the date 1598, but Thomas Egerton was at that time Lord Keeper, and did 
not become Chancellor until 1603, under James I Essex’s letter to Egerton is 
quoted in full by Hume in a footnote (thid pp 406 f ) But Hume also gives an 
account (ibid p 433) of a letter written by Essex to the Queen after his exammation 
by the privy-council, which contains an allusion to Nebuchadnezzar similar to 
that given by Voltaire Hume refers to this letter under the date 1600, but it seems 
to have been written m 1599 To this passage Lessing does not refer 

® Commentatres, ed at x, p 262 (note to Act i, sc 1) 
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38) at our elbow ^ The poet has the nght to deal with his materials 
as he chooses This leads Lessing to the theoretical consideration of 
the attitude of the poet to history * 

Apart from the question of the relations of the Comte d' Essex to 
historical fact, Lessing is prepared (xxrv, 66) to endorse Voltaire’s 
estimate of the play as mediocre in intngue and style 

Tout ce qu’on peut dire de V Essex de Thomas Corneille, c’est que la pi6ce 
est mediocre, et par I’lntrigue, et par le stile, mais il y a quelque mt^rfit, 
quelques vers heureux Les acteurs, et surtout ceux de province, 
aimaient k faire le role du comte A' Essex, ^ paraitre avec une jarreti^re 
brodde au-dessous du genou, et un grand ruban bleu en bandoll^^re Le 
comte A' Essex donn6 pour un heros du premier ordre, pers^cut^ par I’envie, 
ne laisse pas d’en imposer Enfin le nombre des bonnes tragedies est si 
petit chez toutes les nations du monde, que celles qm ne sont pas absolument 
mauvaises, atirent toujours des spectateurs quand de bons acteurs les font 
valoir * 

It was inherent in Corneille’s French temperament, Lessing adds, to 
degrade his earl to the sighing lover of the Countess Irton,* and to 
make his despair, and not his pnde, the motive that brings him to the 
scaffold 

To his criticism Lessing appends in translation (xxiv-xxv) a number 
of Voltaire’s notes, which meet with his approval They are in the 
onginal as follows 

[xxiv, 94] Note to Act ii, sc lu (Commentaires, ed cit x, pp 288 f) 
Mais le role de CM est plus mauvais que ce stile, il est froid, il est subal- 
terne Quand on veut peindre de tels hommes, il faut employer les couleurs 
dont Racine a peint Narcisse 

[xxiv, g8] Note to Act II, sc vi [ibid pp 300!) La duchesse prdtendue 
ATrton est une femme vertueuse et sage, qui n’a voulu m se perdre aupr^ 

' The Histoire d’AngUterre by Rapin de Thoyras (La Haye, 1724-36), was a 
principal source of Voltaire’s historical knowledge Cp Voltaire, ffiiorer, Geneva, 
1756-5?) xvii, p 284 [Ecrwains du Terns de Louis XIV) ‘ L’Angleterre lui doit la 
meilleure histoire qu’on ait de ce Royaume, et la seule impartiale, dans un pays 
oh I’on n’^crit guhres que par esprit de parti ’ The work was translated mto 
German in 1 758 (v W Huttemann, C F Weisse und seme ^eit im Verhaltms gu 
Shakespeare, Diss Bonn, igi2, p 67) 

* See below, pp 437 flF 

" Commentaires, ed at x, pp 361 f (note to Act v, sc iv) 

* This IS not Voltaire’s view, but possibly a reminiscence of Calepio’s criticism 
in his Paragone, cap v, art iv, ed at p 104 ‘Tomaso Comelio deprava il 
costume del Co d’Essec col renderlo pazzo d’ amore, e farlo morire piii per dis- 
pcrazione, che per la grandezza dell’ ammo ’ 
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d’Elisabeth cn aunant le comte, ai ^pouser son amant Ce caractire serait 
beau s’ll 6tait anim^, s’ll servait au nceud de la pi^ce, elle ne fait la qu’oftce 
d’ami. Ge n’est pas assez pour le thdatre 

[xxrv, 105] Note to Act m, sc u (tiii/ pp 314 f ) II me semble qu’d y 
a toujours quelque chose de louche, de confus, de vague, dans tout ce que 
les personages de cette tragedie disent et font Que toute action soit claire, 
toute intrigue bien connue, tout sentiment bien drivelop6, ce sont M des 
regies inviolables Mais la que veut le comte d’ Essex ^ que veut Elisabeth'^ 
quel est le crime du comte ^ est-d acuse faussement^ est-il coupable^ Si 
la reine le croit mnocent, elle doit prendre sa dtfense, s’ll est reconu 
criminel, est-il raisonable que la confidcnte disc qu’il n’lmplorera jamais 
sa grace, qu’d est trop fier^ La fiert^ est tres convenable k un guerner 
vertueux et innocent, non a un homme convaincu de haute trahison Qji'tl 
JUchisse, dit la reme Est-ce bien-la le sentiment qui doit I’ocuper si elle 
I’aime^ Quand il aura dechi, quand il aura obtenu sa grace, Elisabeth en 
sera-t-elle plus aim^e^ Je I'atme, dit la reine, cent fois plus que moi-mSme 
Ah,'madame, si vous avez la tete tournee a ce point, si votre passion est si 
grande, examinez done I’afaire de votre amant, et ne soufrez pas que ses 
ennemis I’acablent et le pers^cutent injustement sous votre nom, comme il 
est dit, quoique faussement, dans toute la piece 

[xxrv, 127] Note to Act iii, sc 111 {ibid pp 316 f) — (but this is not 
closely translated) La sc^ne du prdtendu comte de Salsbury avec la reine 
On ne salt pas pricis^mcnt de quoi il s’agit Le crime ne suit pas toujours 
Vaparence Craignez les injustices de ceux qui de sa mart se resident les complices 
Mats aprAs que ce Salsbury a dit que les injustices rendent complices les 
juges du comte d’Errrj:, il parle k la reine de cl^mence II avoue done 
que le comte d’Essex est crimmel A laquelle de ces deux idees faudra-t-il 
s’arrfiter^ A quoi faudra-t-il se fixer^ La reine r^pond qu’Essex est trop 
fier, que e’est Vordinatre dcueil des ambitieux, qu’il s’estfait un outrage des soins 
qu’elle a pns pour ddtourner I’orage, et que si la tete du comte fait raison d la reine 
de sa fierti, e’est sa faute Le spectateur a pu passer de tels discours, le lecteur 
est moms indulgent 

[xxiv, 136] Note to Act m, sc lu {ibid pp 320!) Il est bien dtrange 
que Salsbury disc qu’on a contrefait I’^cnture du comte d’Essex, et que la 
reine ne songe pas i examiner une chose si importante Elle doit assortment 
s’en tclaircir, et comme amante, et comme reme Elle ne rtpond pas 
seulement k cette ouverture qu’clie devait saisir, et qm demandait I’examen 
le plus promt et le plus exact, elle rtpttc encor en d’autres mots, que le 
comte est trop fier 

There is nothing in Voltaire’s notes corresponding exactly to the last 
sentence of St xxrv (144) , but this expresses the queen’s attitude to 
Essex. 

[xxv, i] Note to Act IV, sc six {ibid pp 342!) On ne voit pas non plus 
pourquoi le comte veut mourir sans 6trejustifi^, lui qm se croit enti^rement 
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innocent. On ne voit pas pourquoi <itant calommd par les prdtendus 
fauasaircs, Cial et RaUig, qu’il ddteste, il n’lnstruit pas la rcme du crime 
de faux qu’il leur impute Comment se peut-il qu’un homme si fier, 
pKiuvant d’un mot se venger des ennemis qui I’ccrasent, neglige de dire ce 
mot^ Cela n’est pas dans la nature Aime-t-il assez la duchesse d’/rton^ 
est-il assez funeux, assez enyvr^ de sa passion, piour declarer qu’il aime 
mieux £tre d^capitd que de vivre sans elle^ II aurait done falu lui dormer 
dans la piece toutes les fureurs de I’amour qu’il n’a pas cues 

[xxv, g] Note to Act iv, sc lu {tbid p 339) Cette fiertd de la reine qm 
lutte sans cesse contre la fiert^ d’Essex, cst toujours le sujet de la tragrfdic 
C’est une illusion qui ne laisse pas de plaire au public Cependant si 
cette fierti seulc agit, c’est un pur caprice de la part A' Elisabeth et du comte 
d' Essex Je veux qu’il me demande pardon, je ne veux pas demander 
pardon Voili la pi^ce II semble qu’alors le spectateur oubbe qa' Elisabeth 
cst extravagante, si die veut qu’on lui demande pardon d’un crime imagi- 
naire, qu’elle est injuste et barbare de ne pas examiner ce crime, avant 
d’exiger qu’on lui demande pardon On oublie I’essentiel pour ne s’oeuper 
que de ces sentimens de fierti qui s^duisent presque toujours 

[xxv, 20] Note to Act iv, sc 1 {ibid p 333) Tous les roles paraissent 
manqu^s dans cette tragidie, et cependant die a eu du succ^ Quelle en 
cst la raison^ Je le r^p^te, la situation des personages atendnssante par 
elle-mfime, et I’lgnorance oCi le parterre a ete longtems Also Note to Act iv, 
sc 11 (ibid p 337) Un grand seigneur qu’on va mcner i I'dchafaut intdresse 
toujours le public, et la representation de ces avantures sans aucun secours 
de la poesie, fait le meme effet i peu prAs que la v6rite meme 

As will be seen, the translation which Lessing offers of the last passages 
IS not literal 

Later, in comparing Banks’s Elizabeth with Corneille’s, Lessing says 
of the latter (lvii, 24) ‘ Seme Ehsabeth klagt nicht, wie die Elisabeth 
des Corneille, dber Kalte und Verachtung, uber Gluth und Schick- 
sal ’ Here again he has in mind Voltaire’s commentary on the 
lines in question ^ 

Je n’examme point si ces vers sont mauvais Une reine telle qu’ Elisabeth, 
presque decrepite, qui parle du poison qui divore son coeur, et de ce que 

* Act n, sc 1 {Commentaires, ed cit x, p 277) 

Ehsabeth En vain tu crois tromper la douleur qui m’acable, 

C’est parcequ’il me halt, qu’il s'est rendu coupable , 

Et la belle Suffolk refus6c b ses vceux, 

Lui fait joindre le crime au m£pris de mes feux 
Pour le justifier, ne dis point qu’il ignore 
Jusqu'oii va le poison dont I’ardeur me d^vore 
11 a trop de ma bouche, il a trop de mes yeux, 

Apris qu’d est, I’lngrat, ce quej’aime le micux 



The French Plays of the Repertory 191 

ses yeux et sa bouche ont dit k son ingrat, est un personage comique G’est 
li peut-£tre un des plus grands exemples du ddfaut qu’on a si souvent 
rcproch^ k notre nation, de changer la tragddie en roman amoureux S’ll 
s’agissait d’une jeune reine, ce roman serait tolerable, et on ne peut atribuer 
le succis de cettc pi^ce qu’^ I’lgnorance ofi dtait le parterre de I’ige 
d’ Elisabeth Tout ce qu’elle pouvait raisonnablement dire, c’est qu’autrefois 
elle avait eu de I’lndmation pour Essex mais alors il n’y aurait eu nen 
d’mteressant L’int6rdt ne peut done subsister qu’aux d^pens de la vrai- 
semblance Qu’en doit-on conclure^ Que I’avanture du comte d'Essex 
est un sujet mal choisi 


J F REGNARD 

Of the three plays of the still popular Jean Francois Regnard which 
werf performed in Hamburg, Der Spieler, Demoent and Der ^erstreute, 
Lessing has no original cnticism to offer At most, the last of these 
gives him an opportunity to discuss the suitability of the character 
of a ‘distrait’ for comedy 1 The sources of his information are as 
follows Of Der Spieler (xiv, 66), which Lessing considers ‘without 
doubt his best play ’, Lens says (op at pp 254 f ) 

On peut dire que c’est, k la versification prfes, ce que cet Auteur a fait 
de meilleur, cette piece pouvant aller de pair avec quelques-unes de 
Mohere Dufreny rcvendiquoit le fond de cette Com[6die] qu’il pr6ten- 
doit que Regnard lui avoit pris, et I’avoit mis en vers [Note Regnard 
abusa effectivement de la confiance que Dufreny lui temoigna ] 
Regnard, au contraire, se plaint dans sa Preface d’une cabale suscitie 
contre son Ouvrage, par les injustes plaintes d’un Plagiaire, qui produisoit 
une autre piece en pro[se] sous le meme titre Quoi qu’il en soit, le 
Chevalier Joueur, de Dufreny, en 5 Ac[tes] en pro[se] avec un Prorogue] 
fut joue le 27 F6v 1697, sur le meme The[atre] Fran[5ais] ou celle de 
Regnard avoit paru pris de quatre mois auparavant, raais leur succis fut 
fort different, car la piece de Regnard est restie en possession de la scene, 
ou elle paroit encore souvent, et celle de Dufreny n’eut que cette repre- 
sentation 

Lessing also looked up the account of the quarrel in Leris’ source, 
the Histoire du Theatre frangois of Parfaict (xiv, 1748), where he found 
(P 43) 'II n’est pas aisi de decider qm des deux avoit tort, mais 
il est tres certain que I’un a pris dans la Piece de I’autre le fonds du 
sujet, les pnncipaux caracteres, et plusieurs situations remarquables ’ , 
and on Du Fresny’s play Parfaict comments (p 52) ‘ En supposant, 

‘ Sec below, pp 389 f 
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(comme il est tr^s probable) que M Regnard a profits dcs id^es de 
M. Du Fresny, il est toujours certain qu’il les a employees avec 
beaucoup plus d’art, et d’une maiuere i lui faire honneur.’ 

Lessing’s source of information concermng Der Zerstreute (xxvm, 
70)^ was also Parfaict (xiv, pp 71 ff) 

Le Distrait, Comddic cn cinq AcCes, et en vers, de M Regnard, reprisent6e 
pour la premiere fois le Lundi, a Dicembre [1697] (Qjiatre representa- 
tions ) Monsieur Regnard auroit ete fort console de sa disgrace, s’ll avoit 
pu se flatter que cette Comedie, que le Pubbc avoit si mal accueillie, et 
qu’il sembloit avoir condamnee k ne plus reparoitre au Theatre, dht au 
bout de trente-quatre ans y recevoir beaucoup d’applaudissemens 

This passage is followed by a quotation of a cnticism of the play from 
the Mercure de France of July, 1731 (pp 1788 ff) 

On ne s^auroit justifier le jugement qu’on semble aujourd’hui pbrtcr 
du Distrait, sans condamner en quelque mamere celui qu’on cn porta 
autrefois , on peut cependant prendre un temperament entrc deux decisions 
51 opposte, en disant que la Piece n’est pas trouvee meilleure qu’elle I’a 
pan! dans sa naissance, mais qu’on s’y divertit davantage, parce qu’on ne 
la revolt que comme une Farce pleinc de gayete,® au lieu que I’Auteur 
avoit, sans doute, pretendu la donner comme une Comedie dans les formes 
ainsi la critique ayant deja prononce sur la mamere dont les connoisseurs 
devoient la recevoir, nous n’y apportons plus cette severite qiu I’avoit 
proscrite 

And in a note to p 73 of Parfaict’s Histone Lessing read 

L’Auteur des Lettres d'un Frangois, Tome i, page 88 n’a fait autre chose 
qu’allonger cette reflexion [di^ , ‘qu’il ne depend non plus de nous de 
n’etre point distraits, qu’il est au pouvoir d’un aveugle de jouir de la 
lunuere’], qu’il donne cependant pour nouvelle Voici le passage ‘La 
Comedie du Distrait Le fond, si je ne me trompc, est vicieux Des gens 
raisonnables ne riront non plus d’un homme qui a le malheur d’etre 
entraine par des distractions involontaires, que d’un autre qui a celui d’etre 

* Schlegel’s translation of the title, ‘Traumer', is to be found in his Demoknt 
[Werhe, ed at 111, p 188) 'Aristophanes Ey ' ich kenne ihn, 1st es nicht Regnard, 
dessen Buchfuhrer versichert, dass seme Werke sehr nahe an des Mohere seme 
kamen^ MolierehatmirsemenSpielerundseinen Traumergelobt ’ Scheibe, 
quoted by Lessmg (xxvi, 76) calls it der Vnschlussige [Unentscklussige] oder ZnstreuU 
On the tide see also W Creizenach, ^ur Entstehimgsgeschichte des neveren deutschen 
Lustspiels, Halle, 1879, p 37 (note 70) 

* Lessing adds (xxvm, 86) a quotation from Horace, Satires, i, x, 7 f ‘ Ergo 
non satis est’ etc ‘Therefore it is not enough to stretch the mouth of the listener 
with laughter, although there is also some merit in this ’ 
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sujet k la migraine. La Com^die ne doit jouer que les d^fauts qu’elle peut 
comger Les plaisantenes que Ton fcra sur un boiteux, lui aideront aussitot 
k marcher droit, que la Pi^ce de Regnard comgera un homme qui est 
distrait nous aimons a voir plaisanter un hoimne de ses ddfauts, il y a 
de la barbaric k nre de ses infirmit^s ’ 

Lastly, he read in Parfaict (xiv, p 81) 

M I’Abb^ Pellegnn, Auteur des r^fl^xions qu’on vient de lire [this is the 
criticism from the Mercare de France from which extracts are given above], 
auroit pu ajouter que M Regnard a eu d’autant plus de facility, qu’il a 
trouv6 son principal personnage tout trace dans les caracteres de M de la 
Bniyere [Note Les Caracteres, ou les moeurs de ce siecle, par M de la 
Bruyere, Chapitre xi ] Ce morceau est extrcmement comique, et tres- 
susceptible de plaisantenes M Regnard n’a done fait autre chose que 
de le mettre partie en action, et partie en recit ce qu’il a ajouti est, comme 
on I’a d^ja dit, tres-foiblement imagine Au reste, on sent ais^ment que 
1’ Auteur ne s’est pas donni la peine de mettre la dermere mam a cette 
Piece, car la versification en est plus defectueuse, et plus n6glig6e 
qu’aucune autre qu’il ait faite 

In the case of Demoent (xvn, 95 fF), Lessing’s debt to Parfaict is 
indicated in his foot-note, and has consequently not been overlooked 
by his commentators, but as none of these indicates the extent and 
nature of the indebtedness, I quote the French source in full (op cit 
XIV, pp 164 ff ) 

La reputation de cette Piece est parfaitement 6tablie, il en est peu qu’on 
voye plus fr^quemment au Theatre, et qui y soit re9ue avec plus de plaisir 
Les Connoisseurs memes, en y remarquant de tres-grands defauts, ne 
S9auroient se dispenser de lire avec la multitude amsi ce que nous allons 
dire a ce sujet, n’est point pour lui porter aucun prejudice On ne peut 
d’abord nier que la regie de I’unite de lieu ne soit extrcmement violee Le 
premier Acte se passe dans un desert k la vue de la caverne que Ddmocrite 
a choisi pour sa demeure et les suivans dans le Palais des Rois d’Athenes 
Ce d^faut est un des momdres de I’Ouvrage, nous ne chicanons point non 
plus I’Auteur sur la liberte qu’il a prise de faire revivre k Athines I’^tat 
Monarchique qui y etoit itemt plus de sept cens ans avant D^mocrite ce 
sont de legeres mmuties pour lui, et qui ne meritent pas qu’on les relive 
mais ce qu’on ne s9auroit lui passer, est la maniere dont il a trait6 son 
principal Personnage Qui n’eut cru que M Regnard, qui, par sa fa9on 
dc'penser, avoit tant de conformite avec Democrite, n’eut du rendre au 
mieux ce caractere Loin de cela, il est absolument m^connoissable A la 
place du Philosophe dont il usurpe le nom, on ne voit qu’un ennuyeux 
Pedant, qui le contrefait fort mal, et n’a pas le sens commun S’ll se mfile 
de faire I’amour, e’est sans esprit, et sans sentiment e’est encore bien pis, 
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lonqu’il veut raisonner, le jargon <ju’il afTecte alors est inmteUigible k tout 
le mondcj ct k lui-ni6iiic il est sur cettc niaticre au-dessous de son Valet, 
dont le galimathias est au moms plus ais^ k entendre Passons au sujct 
de la Comddie, qm est des plus minces . Ce plan, comme on le voit, n’est 
pas fort difficile k imaginer, cependant tout foible et tout trivial qu’il est, 
on peut dire encore qu’il n’est m bien con^u, ni clairement d6velopp6, ni 
conduit raisonnablement que le denouement est des plus romanesques, et 
I’ipisode d’Ismene et d’Ag^nor tout-i-fait inutile II y a m€me quelque 
chose de trop bas, et de mess^ant dans le personnage de ce dermer A 
franchement parler, il n’y en a que trois qui pcuvent m^nter qu’on les 
Examine Gcs trois pcrsonnages dont nous allons parler sont, Strabon, 
Cl^anthis, et Thaler Le caractere du premier n’est pas ais^ k d^finir il 
change trop souvent, et suivant les personnes ausquelles d parle Avec 
D^mocnte, il est spirituel, fin, et radleur mauvais plaisant vis-i-vis de 
Thaler Dans ses deux conversations avec C 16 anthis, il d6bute en cuistre, 
et pounuit sur le ton de Mascarille II faut avouer que I’ldde des deux 
Scenes de Strabon et de Cl^anthis, est veritablement neuve, et comique, 
mais I’Auteur I’a un peu chargee Ce jeu de Theatre, inventd par 
Mademoiselle Beauval et par le Sieur de la Thonlliere, qm jouerent ces roles 
d’ongmal, et observe rehgieusement par les Acteurs ct Actrices qui leur 
ont succ^di, n’cn est pas moms ridicule les noms de ces fameux Acteun, 
et celui radme de M Regnard, qui leur en avoit peut-etre donn6 l’id6e, 
ne doivent jamais faire passer unc bouffonnene qui choque le bon sens II 
ne reste plus que Thaler, c’est le seul Paisan que M Regnard ait introdmt 
sur la Scene son role est tres-comique, et soutenu d’un bout k I’autre 
Les plaisanteries, si naturelles k I’Auteur, se trouvent admirablement 
plac6es dans la bouche de ce manant, qui conserve toujours cette rusticity, 
et cette malignity qui semblent de I’cssence des gens de son etat Nous 
le rdpetons, c’est un des mcilleurs pcrsonnages de la Piece, des plus ndcessaires 
k I’lntriguc, et peut-€tre celui qui y paroit le plus k propos 

Lessing had also in mind, no doubt (xvii, 103), J E Schlegel’s 
Demoknt, ein Todtengesprach Demoknt there says 

So hatte ich mich also m erne Wuste bey Athen begeben, wo Bare und 
Tiger waren^ Du beschreibst mich als emen verwegenen Menschen — Aber 
hatte ich denn diese Tiger und Bare ausdrucklich in die Wuste kommen 
lassen, damit sie bey mir wohnen mochten^ Denn man war zu Athen von 
Tigem eben mcht geplagt Du kronest selber emen Konig in deinem 
Gehirne, zu der Zeit, da alle Welt weis, dass es eine freye Stadt war * 

' Werke,ed cit 10(1764), pp 184! Cp also Gottsched, ill 

(1741), p XI, where Gottsched refers to the setting of Regnard’s Dimoente in Athens, 
and to the contrast of such a setting with the modem details m the portrayal of the 
personages 
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D. A BRUEYS [AND J. PALAPRAT] 

Der Adookat Patehn of de Brueys (xiv, loa) is not cnticised Lessing 
had found it stated both by Ldns [op at p 67) and by Parfaict (pp. 
at XIV, pp 414 ff ) that this comedy was based on an old French farce, 
played m Paris about 1470, Les trompenes, finesses et suhtiliUs de Maistre 
Pierre Patehn The theme of Patehn was used m Reuchhn’s Latin 
drama. Henna (1497), and Brueys’ modem version in 1700 incorpo- 
rated traits derived from Henna as well as new elements in the plot. 
The play was staged by Jean Palaprat m 1 706 (see Parfaict, xiv, 
pp 417 f ) , a German translation, byj C S , appeared in Danzig in 
1762 (cp Petersen, ed at p 195) 


M A LE GRAND 

Lessing’s information about the two one-act plays of Marc Antdi^e 
Le Grand (1673-1728), Der Sieg der vergangenen (v, 136) and Alt 
sehende Bhnde (Lxxxra, no), again comes from his French ‘Annales’ 
On the former play he found in Lens {op at p 439) 

Le Tnomphe du Terns, Com[idie] de Le Grand, repr^sent^e au Th^ [dtre] 
Fran[5ais] avec succm, Ic 18 Octo[bre] 1725 [Lessing’s ‘ 1724’ is evidendy 
a slip], et unpnmde tome troisieme de ses CEuvres Cette Com[6die] est 
composee d’un Prolog[ue] et de trois petites pieces en un Ac[te] en pro[se] 
avec des Divertisscmens, dont la musique etoit de Qumault Le Terns Passi 
le Terns Present et le Terns Futur, sont les litres des trois petites pieces Voyez 
les Amans ridunles 

And under the latter title we read {ibid p 20) 

Les Amans ridicules, Com[6die] en 5 Ac[tes] en vers, par Le Grand, donn^e 
au Thdatre Fran[9ais] le premier Jmn 1711 L’Auteur n’ayant pas fait 
imprimer cette piece, s’en servit dans la suite pour en composer le premier 
Acte du Tnomphe du Terns 

Lessmg has little to say about the piece except that, in spite of amusing 
situations, he found the victory of time over youth and beauty too 
unpleasant a subject for comic treatment (v, 145 ff) 

On Der sehende Bhnde — the translation of which by Suabe' Lessing 
commends (Lxxxm, 141) as ‘perhaps one of the best we have’ — his 
information came from Parfaict He found the play mentioned m 


Sec above, p 92 
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vol XV (1749), with a reference to L’Aveugle clair-vqyant by De Brosse, 
which IS described in vol vii {1746), pp 226 ff , as follows 

L’aveugle Clair-voyant, Com&lie de M de Brosse [1649] Un OflScier, 
d’un certain age, prfit d’^pouser une jenne Veuve dont il est amoureux, 
rcfoit un ordre de partir pour I’armee, il quitte sa pr< 5 tenduc avec des 
assurances rdciproques de la plus sincere tendresse II est k peine parti, 
que la Veuve se rend aux soins du fils de cet Officier La fille de ce mfimc 
Officier, profile de I’absence de son pere, et revolt dans sa maison unjeune 
homme qu’elle aime, cette double intrigue est mand^e au pere, qui pour 
s’en assurer, fait icrire qu’il a perdu la vue Ce stratagfeme produit tout 
I’effet qu’il s’en est promis il revient ^ Pans (C’est oil faction de la Pi6ce 
Commence ) Et seconde de son Valet, qui aide k sa tromperie, il voit tout 
ce qui sc passe dans sa maison On peut assurer que les Scenes de la Veuve, 
et dll fils de I’Officier, en presence de ce dernier, sont d’un bon comique 
la Veuve feint de s’affliger de I’accident de I’Officier, et I’assure qu’elle ne 
I’aime pas moms et en mme temps elle donne un coup d’oeil, ou fait un 
gestc de tendresse k son amant, la fille de I’Officicr, pcrsuadde de I’aveugle- 
ment de son pere, continue k recevoir les visites du jeune homme qu’elle 
aime On devme le denouement de cette Comedie I’Officier convaincu 
de I’lnconstance de la Veuve, consent que son fils s’unisse avec elle, il donne 
une pareille permission ^ sa fille, qui Spouse le jeune homme Cette 
Comidie est une des plus passables du temps , le Sieur le Grand s’est servi 
du sujet, et d’une partie des Scenes de cette Pi6ce, pour en composer une 
en un Acte et en vers, sous le m€me titre, il a seulement change le personnage 
du pere, et a mis a la place cclui d’un oncle 

After referring to this account, Parfaict adds concermng Le Grand’s 
play (xv, p 242) ‘ et nous avons ajoute, en terminant son extrait, que 
M le Grand en avoit employe tout le fond, mats qu’il s’en etait servi 
en homme de goflt et d’esprit En effet, cette Piece-ci est trfes-bien 
condmte, les roles soutenus, I’lntngue heureuse et plaisante, et le 
denouement tres-naturel ’ 


PH N DESTOUCHES 

In the first fine of the French comedy-writers of the early eighteenth 
century who had dominated, and still continued to dominate, the 
German stage stand Destouches and Manvaux ^ Considering that 
these dramatists had a considerable share in moulding Lessing’s own 

* For some details of the popularity of these writers m Germany cp P Ahrend, 
Eimgts uber Destouefus tn Deutschland (in Neuphilologtsches Ceniralblatt, XII (1898), 
pp 97 ff, 131 ff, 161 ff, 218 ff, 2^ ff, 321 ff) and V Golubew, Manvaux 
Lustspiele in deutschen Obersetzungen des i 8 Jahrhunderts, Heidelberg, 1 904 
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early dramatic work, what he has to say of them in his Dramaturgte is 
disappointmgly meagre 

Four plays by Destouches were performed within the period of the 
Dramaturgte Das unvermuthete Hindemiss, Der verheyrathete Philosophy Der 
poettsche Dorfjunker and Das Gespenst mil der Trommel Lessing is for the 
most part, however, more concerned with the translations of these 
plays than with the plays themselves 

He had, it will be remembered, compiled a life of Destouches, out 
of the prefatory matter which he found in the latter’s works, for the 
Theatralische Bibliothek ^ Apparently he now had also at hand the ‘ zu 
Berlin ubersetzten samthchen Werke des Destouches ’ (xii, 50) ; this 
was Des Herrn von Destouches samthche theatralische Werke aus dem Franzo- 
stschen ubersetzt, 4 vols Leipzig and Gottingen, 1 756 “ (A fifth volume 
appeared subsequently, in 1772 ) This was briefly noticed — in all 
probability by Lessing himself — in the Bibliothek der schonen Wissen- 
schaften^ and in St li (135) he speaks of the ‘prachtige Ausgabe’ in 
quarto, edited by the poet’s son {(Euvres dramatiques, 4 vols Pans, 
1757), which was also reviewed in the Bibliothek * 

Concermng L’ Obstacle imprivu (x, 4) Lessing found in L^ns [op. cit 
p 321) the information that ‘Le Public fit a cette piece un accueil 
moms favorable qu’a la plupart des autres de cet Auteur, n’ayant eu 
que SIX representations la premiere fois, et cmq la seconde ’ Similarly, 
L6ns reported on the lack of success of the other comedies, which 
Lessing mentions (6) In the same source he found the following [op 
cit pp 434 f) on Le TrSsor cachS, which he mentions (ix, 127) m 
connexion with his own Der Schatz 
Le Trisor Cachi, Com[^die] cn 5 Acftcs] en pro[se], donnee une seule fois 
au The[atre] Ital[ien] le 1 7 Mai 1 745, et qu’on ne fimt pas mfeme de jouer 
On I’a attribute a Nericault Destouches, et elle n’a pas etc itnpnmie ® 

And of Le Philosophe mane, which Lessing describes (xii, 61) as a 
‘masterpiece of the French stage’, L6ns said [op cit p 348) 

Cette piece, qui est tout-a-fait dans le gout de la bonne Com^d[ic] fut 
universellement applaudie, et eut 36 representations dans le cours de 
I’annde on la revolt assez souvent 
1 iScAr^ten, VI, pp 153 ff See above, p no 

“ The preface to the first volume of this edition ends with the words ‘Berlin den 
I des Mertzmonaths 1 755 ’ The translation is in prose 
® Bibliothek der schonen Wissenschaften, 1 (11) (1757), p 403, Schnften, vii, p 76 

* V (1) (1759). PP 200 ff 

* It was first printed in (Emrres dramatiques. Pans, 1757, iv, pp 259 ff [Der 
vergrabene Schatz did not appear until vol v of the German translation (177a) ) 
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On the occasion of a repetition of Der verheyrathete Philosoph on July 8, 
Lessing refers (u, 139) to Destouches* ovra matnmoma] adventure 
in England, mentioned in the ‘Avertissement’ to the first volume of 
the edition published by the poet’s son in 1757 

11 IDestouches] s’^toit man^ en Anglctcrre, le secret important que cette 
alliance exigeoit alors, n’ayant point gard^ par une personne de la 
famille i laquelle il s’^toit uni, a donnd lieu i la Comddie du Philosophe 
mand^ 

This statement is translated in the review of the CEuvres dramatiques 
of Destouches in the Bibhothek der schonen Wissenschaften (v (1) (1759), 
p 20i) In this section Lessing also refers (li, 3) to a statement by 
Chevner in his Observateur des Spectacles, 11 (1762), p 135 • 

Lundi 10, on a donn^ le Jaloux Desabusi de Campistron, nous ne parlerons 
de cette Pi6ce, que pour observer que sans elle nous n’aurions eu /I’y 
le Philosophe Manl le vrai chef-d’oeuvre de Destouches, malgrd les entousiastes 
du Gloneux, n’y le Prijugi h la Mode, Ces deux pieces ont dti puisnes dans 
celle de Campistron 

To Campistron’s Jaloux Disabusi, which according to L^ns [op cit 
pp 238 f) was produced on December 13, 1709, Lessing now turns 
He summarises its plot and fails to find any similarity with that of 
Le Philosophe mani One scene, however, the second of the second act, 
may, he thinks, have provided the suggestion for Chevner’s remark,® 
and he translates it in full I quote the original from the edition of 
Campistron’s (Euvres, published at Pans m 1750 (111, pp 129 ff) 
It will be observed that Lessing’s version is far from hteral 

Dubois d part Que diable est tout ceci^ 

Dor ante Tu vois que ma tnstesse 

A changi mon humeur et m’accable sans ccssc 
Rien de ce quej’aimois ne flatte mes desirs, 

Et le ciel m’a donn^, pour fimr mes plaisirs, 

Un bourreau de mes jours, un tyran de mon ame 
Dubois Quel est-il, ce tyran, ou ce bourreau^ 

Dorante Ma femme 

Dubois Votre femme, Monsieur^ 

' (Euvrts dramatiques de Nencault Destouches, Pans, 1757, 1, pp ix f 
* The reluctance of the philosopher in Le Philosophe mani to acknowledge his 
marriage, because he had formerly ridiculed the married state, is compared with 
the reluctance of Campistron’s jealous husband to admit his jealousy because of 
his previous diatribes against such husbands Cp also Act i, sc 11 of Le Philosophe 
mani, where Ariste expresses dislike of his wife’s fashionable visitors, with the scene 
translated by Lessing from Campistron’s play 
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Dorante. Tu n’en dois plus douter 

Elle me cause un mal que je ne puis dompter. 

Je sms d^sesp^ri 

Dubois Vous est-elle odieuse^ 

Dorante Ah ' plut au ciel, ma vie cn seroit plus heureuse 
Mon coEur pour mon malheur s’en est laiss6 charmer, 

Et je ne soufTre, h^las ' que pour la trop aimer 
Dubots En senez-vous jaJoux^ 

Dorante Jusqu’^ la fr^nisie 

Dubois Vous, Monsieur, vous, frappi de cette fantaisie^ 
Vous contre les jaloux d6clar^ hautement 

Dorante Et c’est de-lii que vient mon plus cruel tourment 
Quand j’entrai dans le monde une pente fatale 
M’entraina dans le cours de la grande cabale 
Geux qui la composoient m’lnstruisant tous les jours, 

J’eus bientot attrapd leurs airs et leurs discours 
J’occupai mon esprit de leurs vaines pensdes, 

Et blamant du vieux temps les maximes sens^es, 

J’en plaisantois sans cesse, et traitois de bourgeois 
Geux qui suivoicnt encor les anciennes loix 
Quel est I’homme, disois-je, en faisant I’agreablc, 

Qui garde pour sa femme un amour veritable ^ 

G’est aux petites gens k noumr de tels feux 
Ah • SI I’hymen jamais m’cnchaine de ses noeuds. 

Loin que Ton me reproche une pareille flamme, 

Que je voudrai de bien aux Amans de ma femme * 

Que ne croirai-je point devoir k leur amour, 

S’lls peuvent loin de moi I’amuser tout le jour ! 

Dubois Et pourquoi teniez-vous cct imprudent langage^ 
Dorante Morbleu ’ pour muter les gens du haut ^tage, 

De qui les sentimens ou faux ou trop outr^s, 

De la droite raison sont toujours 6gar6s 
Gonnu sur ce pied-li, pour plaire k ma Famdle, 

Je m’engage, j’dpouse une petite fille, 

De qui I’air enfantm et I’mgdnmte 
Ne prenoient sur mon coeur aucune autonte 
Je cm la voir toujours avec indifRrence 
Malheureux ' De ses traits j’lgnorois la puissance. 

Sa beaut6 s’est accme, et sa possession. 

Loin de me d^gouter a fait ma passion 
Dubois Vous y voilk done pris? 

Dorante Je n’ai comme ma flime, 

Qu’aux mouvemens jaloux qui ddchirent mon ame 
De ce trouble secret je me sms allarmd, 

Et j’ai doutd long-temps que mon coeur fut charmd 
Mais enfin, j’ai senti toute mon mfortune 
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Jc Grains tous mes amis, leur aspect m’lmportune 
Jc n’aspirois jadis qu’i les avoir chez moi, 

Leur presence aujourd’hui m’y donnc de TefTroi 
Pourquoi faut-il aussi qu’un ridicule usage 
Souffre des Strangers au milieu d’un mteage^ 

Sages Italiens, que vous avez raison • 

Vingt fain^ans sans cesse assi^gent ma maison 
Ils content devant moi des douceurs i Cilie 
L’un dit qu’elle a bon air, I’autre qu’elle est polie, 

Celui-ci, que ses yeux sont faits pour tout charmer, 

Que sa grace jamais ne se peut exprimer, 

Gelm- 1 ^, de ses dents vante I’ordre agrdable 
Enfin tous i I’envi la trouvent adorable, 

Et la fin d’un discours qui me percent [nc] le coeur, 

Est toujours employee k louer mon bonhcur 

Dubots II est vrai G’est ainsi que la chose se passe. 

Dorante Ils portent bien plus loin leur indiscrete audace 
Ils viennent la chercher au sortir de son lit, 

Chacun fait li briller ses soins et son esprit, 

Ge ne sont que bons mots, que jeux, que raillerie, 

Que signes, que coups d’oeil, et que minaudene 
Ma femme revolt tout d’un esprit fort humain, 

Et je vois quelquefois qu’on lui baise la mam 

Dubois On a tort 

Dorante Cependant il faut que je I’endure, 

Et le public rira si ma bouche en murmure, 

Si je montre I’ennui que mon coeur en re90it, 

Les enfans dans Pans me montreront au doigt, 

Et traiti de bizarre et d’Epoux indocile, 

Je serai le sujet d’un heureux Vaudeville 

In his Theatralische Bibhothek Lessing had made the following state- 
ment concerning Das Gespenst mit der Trommel (cp xvn, 72) 

Es 1st eigen tlich mcht von der Erfindung des Herrn Destouches, 
sondern erne Nachahmung eines englischen Stuckes des Herrn Addisons, 
welches m seiner Sprache The Drummer heisst, und auch in Deutschland 
bekannt genug 1st Unser Dichter war in England gewesen, und hatte den 
Herrn Addison personlich kennen lernen 

He suggests that the translator, Frau Gottsched, had availed herself 
of the English onginal , but Gottsched himself says in the preface to 
vol 11 of his Deutsche Schaubuhne (p 39) 

Herr Destouches hat zweifelsfrey, in seiner franzosischen Uebersetzung, 
das englische Original m vielen Stucken verlassen, oder verandert, um 

* Theatralisehe Bibhothek, i, pp 273 f , Schriften, vi, p 156 
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demselben die Ordnung und Regelmassigkeit zu geben, der die Englknder 
in ihren Schauspiclen mcht gewohnt smd Die Uebersetzennn hat sich 
also lieber nach dieser Verbesserung, als nach dem Gnindtexte nchten 
wollen, da es ihr sonst eben so leicht gefallen ware, diesen als jene zu 
bbersetzen Nur in den Namen hat sie sich eben der Freyheit bedienet, 
die sich Herr Destouches genommen, dass sie dieselben nach deutscher 
Art eingenchtet, um dem Stucke dadurch eine desto mehrere Anmuth 
bey uns zu geben 

Of Der poetische Dorf junker (xiu, 6) Lessing has no criticism to offer, 
but he IS witty over Frau Gottsched’s expansion of it from three to 
five acts, to secure its admission into her husband’s Deutsche Schaubilhne ^ 
In his preface to vol in of that work Gottsched had said (p xiu) 

Der Verfasser hatte sem Stucke nur in drey Aufzuge getheilet Die 
Ubersetzennn aber hat geglaubt, dass es besscr ware, auch hier die Regel 
deS Horaz zu beobachten 

Neue minor, neu sit qmnto productior actu 
Fabula, quae vult spectari, et spectata reponi “ 

Art Poet [11 189-90] 

Der letzte Aufzug war auch im Franzosischcn so ungeheuer lang, dass er 
sich ganz gern in die zwey letzten Aufzuge des Deutschen zertheilen liess 
Aus den beyden erstern aber smd gleichfalls, mit einer ganz genngen 
Veranderung und Einschaltung eines kurzcn Auftrittes, sehr leicht drey 
Aufzuge geworden 

Lessing docs not find Frau Gottsched’s translation bad, especially in 
respect of the ‘ Knittelverse ’ put into the mouth of Masuren Her 
Germamsation of 'virtuose’ by ‘Wunder’ (35) gives him, however, 
an excellent opportunity for irony The passages in the original and 
in Frau Gottsched’s translation are as follows 


Acte 11, sc 6 

M des Mazures Mademoiselle, 
vous me surprenez a mon tour, je 
vous croyois une virtuose 

Angilique Fi done, Monsieur, 
Pour qui me preniez vous ' je sms 
une honnete fille, afin que vous le 
sachiez 


III Aufzug, 2 Auftritt 
Masuren Gnadiges Fraulein, 
Sie machen mich ganz besturzt 
Ich dachte, Sie waren cm Wunder 
Henriette Ey Pfuy ' Herr von 
Masuren ’ fur wen halten Sie mich^ 
Ich bin ein ehrlich Madchen, dass 
Sie es wissen ' 


* P Schlenther, Frau Gottsched und die burgerliche Komodie, Berlin, 1886, pp 
173 ff, gives details of the changes involved by this expansion (Cp Petersen, ed 
at p 192 ) 

* Gottsched quotes the second line thus, the usual form is now 

‘ fabula, quae posci vult et spectata (vel spectanda) reponi ’ 
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M des Mazures Mans on peut Masvrm Je * man kann wohl cm 
£tre une honn^te iille, et £tre une ehrlich Frauenzimmer, und doch 
virtuose. cm Wunder scyn 

Angilique £t moije vous soutiens Hennette Und ich sage, dass das 
que cela ne sc peut pas Moi, une gar mcht mOghch ist* Ich^ ein 
virtuose • ^ Wunder ' * 

Only once (x, i6) does Lessing speak in general terms of the art of 
Destouches as a dramatist, he says that he has given examples of a 
‘hoheres Komisches’ than is usually to be found in Mohfere Such 
an opimon strikes a modern reader as strange and misplaced , but it 
was a view held by Gottsched, who, in the preface to vol iv of his 
■S'cAai/iaAnc, had said of his wife (p lo) ‘ Sie hat sich dannn 
[in iSu ungleiche Heyrath] mehr die edle Art der Lustspiele des Herrn 
Destouches, als die niedrigen mohcnschen Comodien zum Muster 
genommen ’ And again, in introducing Das Testament [Deutsche ScHau- 
bilhne, vi, p [x]) 

Ein fciner Umgang in adelichen Hausern, ein artiger Scherz, das Spiel 
der Leidenschaften beyjungen Lcuten, mislungene Absichten, die belohnte 
Tugend, und die Verspottung des Lasters sind die Vorzuge, die man 
dannn antreffen wird Auf diesen Schlag sind die meisten von des Des- 
touches Lustspielen verfertiget, der gewiss in solcher Absicht dem Moliere 
weit vorzuziehen ist 

Lessing at least offers (x, 26) some defence of Moli^re 

P C DE CHAMBLAIN DE MARIVAUX 

Three plays by Marivaux were performed in the Hamburg theatre 
in Lessing’s time The most popular of these, Der Bauer mit der Erbschaft, 
IS chiefly discussed (xxvni, 4) with reference to the translation ^ Con- 
cerning Der unvermuthete Ausgang Lessing suggests (Lxxm, 18) that it 
ought to have been called ‘ Die unvermuthete Entwicklung ’ Indeed, 
his notice of Die falschen Vertrauhchkeiten (xvni, 4) alone throws a little 

* Destouches, (Euvres, Pans, 1757, 11, p 394, Deutsche Schaubuhne, 111, p 498 

* The passage which Lessmg quotes (26 ff) will be found in Marivaux, Thddtre, 
Amsterdam and Leipzig, 1754, 11, pp 4f , but Lessing had apparently an earlier 
edibon before him Cosack (op at p 185) draws attention to the defects of the 
translaUon ‘ai-je fait’ and ‘ce m’a-t-on fait’ are rendered by ‘so veel is dat’ and 
‘hed se mie dahn’ (38-g) instead of ‘sagtc ich’ and ‘hat man mir gesagt’ (Cp 
also K Th Gaedertz, Das ntederdeutsche Schauspul, Berhn, 1884, i, pp 192 ff) 
The old Hamburg Mark and Schilhng (52)— the former here exceptionally as a 
neuter — represented approximately is 31/ and a penny 
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light on his opinion of Manvaux From L^ns {op ett. p 185) he 
learned that Les fausses Confidences was performed in 1736 ‘avec un 
mediocre succ^s, mais remise en Judlet 1 738, avec applaudissemens ’ 
And again {ibtd pp 632 f)' 

Marivaux commenga k travailler pour le Theatre en 1712 et 
mourut k Pans le 12 Fdvrier 1763, kg 6 de soixante-douze ans [actually 
‘soixante-quinze’, as Manvaux was bom in 1688] II a donnd vingt-une 
pieces en prose au Theatre Italien dcpuis 1720 Le Thdatrc Fran90is a 
de lui la Trag[ddie] d'Anmbal, et les Comedies suivantes, au nombre de 
huit II a encore composd plusieurs pieces qui n’ont pas 6 t 6 reprdsentdes 
sur des Theatres pubhes ^ 

In his characterisation of Manvaux (xviii, 1 2) Lessing may have 
had in mind the necrologue of this author in Pahssot’s Necrologe des 
hommes ceUbres de France, Pans, 1 767, u, p 12 

On remarque d’ailleurs, dans les pieces de M de Marivaux, une mono- 
tome qm sufRrait seule pour justifier ce que nous avons dit ailleurs du cercle 
dtroit de ses idies Presque toutes ses pitees sont des surprises de I’amour 
II semble avoir 6puisd cette situation favorite k laquelle il revient sans cesse, 
et qui est Fame de la plupart des comedies qu’il a donn^es aux deux thiitres “ 

Reviewing Manvaux’ Thddtre (Amsterdam, 1 754) m the Berlinische 
pnmlegirte Z^itung of May 23, 1754, Lessing had written 

Man lobt an ihm besonders seine Kenntniss des menschlichen Herzens 
und die Kunst seiner kntischcn Schilderungen , man nennt ihn emen 
zweyten laBruyere, welcher ehedem so vielen Personen die Larve abnss, 
und ihre Eitelkeit bcschamte Nicht wemger nihmt man an ihm die 
bluhende Schreibart, welche voll kuhner Metaphern und unerwarteter 
Wendungen 1st Allem man tadelt auch an eben derselben die allzu grosse 
Kuhnheit, und die zu ubertriebene Begierde, uberall semen Witz schimmern 
zu laissen “ 

^ Besides the plays mentioned Lessing refers to La double inconstance m a quotation 
(xxvi, 73) and to L’£coU des mires m his discussion (xxi, 5) of Nivelle de Chauss^e’s 
play of that name (see below, pp 228 f ) 

“ This criticism would appear to have been made originally by D’Argens, 
inflexions histongues et critiques sur le goSt, Amsterdam, 1743, p 322 Lessing’s 
reference to Callipides (17) was suggested by Dacier, Poitique d’Aristote, ed cit 
p 510 ‘Mumscus reprochoit k Callippide qu’il gesticuloit trop, et par cette 
raison il I’appelloit le singe, car il imitoit jusqu ’4 la moindre chose, et se demenoit 
SI fort que sans bouger de sa place, il faisoit beaucoup de chenun On avoit fait 
de son nom un proverbe, pour dire, un homme qui travailloit beaucoup pour ne 
nen faire ’ The Latin source is Cicero’s letters (Book xiii, ep 12) 'Bienmum 
praeteriit, cum die Callipides adsiduo cursu cubitum nullum processerit ’ 

’ Schnften, v, p 403 
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The fact that ‘Peter’ in the comedy Die falschen Vertraulichkeiten is 
virtually a harlequin (xviii, 33) leads Lessing to a discussion on the 
harlequin which I deal with elsewhere ^ He has no further cntiasm 
to offer of this play 


F A DE VOLTAIRE 

The question of Lessing’s relations to Voltaire is the most vital of all 
those which concern foreign influence on his intellectual development 
No other foreign writer played so decisive a role in his life From 
Berlin, whither he had fled from Leipzig m 1 74.8 to evade the creditors 
of his Leipzig friends, he had defended his play-writing to his father. 
It may be remembered, by pleading that it was no unworthy ambition 
to aspire to be a German Moli^re,* but it would have been truer — if 
no recommendation in the Kamenz pastor’s eyes — ^had he descnbed 
his ambition as that of becoming Germany’s Voltaire No writer at 
this time loomed larger in the European view than Voltaire, whom 
Fredenck the Great was to receive, not long after Lessing’s arnval 
in Berlin, with princely honours which could not but fill the young 
German aspirants to literary fame there with envy 
Lessing stood for a time in close personal contact with Voltaire 
He had been introduced to him by Richier de Louvain, a French 
teacher in Berlin who in 1750 became Voltaire’s secretary, and 
Lessing was employed in preparing translations of documents bearing 
on the unsavoury lawsuit between Voltaire and Abraham Hirsch over 
the former’s speculations in Saxon bonds Damaging as this notorious 
affair was, there is hardly a discordant note to be found m Lessing’s 
journalism of the ’fifties when he has occasion to mention the illustrious 
Frenchman, even that very weak drama, Amihe ou le Due de Fotx, is 
treated with the respect due to a masterpiece * At the same time, too 
much weight should not be attached to these book notices of Lessing’s 
in the Berlimsche privilegirte J^^itung, for many of them were little more 
than advertisements for the bookseller Nor need it, on the other 
hand, be put senously in the scales that in the Beytrage zur Histone und 
Aujnahme des Theaters (in a footnote to Mylius’s translation of the 
Lettres philosophiques) Voltaire is reproached for his attitude to the 
drama of antiquity, and that in the reports on the theatre in Pans 
Lessing allowed to pass a scathing comment on Simiramis * 

Until pracUcally the end of the ’fifties Lessing’s respect for Voltaire 

* See below, pp 424 ff s Schnften, xvu, p. 16 

• Seknfien, v, pp 14 f * B^trage, 1, pp 108, in 
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as a man of letters continued unshaken, even in the correspondence 
on tragedy with Mendelssohn and Nicolai in 1 756 and 1 757 > Voltaire’s 
tragedies arc freely cited by the three friends as eminent examples of 
dramatic composition ^ And Lessing himself translated Voltaire “ 
Indeed, it was just in connexion with a projected translation of one 
of Voltaire’s works that Lessing found himself in serious trouble with 
the French poet The latter had had his Slide de Louts XIV printed 
in a few copies for private circulation, and Lessing (who was anxious 
to translate the work) had succeeded in obtaining one of these on loan 
He carelessly let it out of his hands, however, and forgot to return it 
when he left Berlin for Wittenberg in December 1751 , and Voltaire 
sharply accused him of dishonest intentions Lessing’s indignation at 
such insinuations cast its shadow — ^for he was not a good forgetter — 
over his subsequent attitude to Voltaire, even perhaps as late as the 
Dramaturgie How long his outward respect for Voltaire’s dramatic 
genius continued, however, it is difficult to say His ideas on the scope 
of dramatic poetry were rapidly widening in these years, the new 
wave of democratic reahsm that had spread from England to the 
continent appealed strongly to him, the tragedy of common life which 
he acclimatised m Germany with his Miss Sara Sampson in 1755, con- 
vinced him that there were other and better ways of tragic excellence 
than those laid down by Corneille, Racine and Voltaire His Thea- 
tralische Bibliothek of 1754-58 revealed, moreover, a wide cathohcity 
of dramatic interest, and it will be remembered that he offered his 
readers here a translation of a considerable slice of Dryden’s Essay of 
Dramatic Poesy, including its praise of Shakespeare, a poet to whom 
Voltaire had directed the attention of the continent m his Lettres 
philosophtques 

The turmng-point is usually held to be that remarkable and 
surpnsing contnbution of Lessing’s to the Bnefe, die neueste Litteratur 
betreffend. No xvii, of February, 1759, in which he launched his first 
unambiguous attack on the tragidie classique, and boldy proclaimed 
Its inferiority to the drama of Shakespeare This marked the beginning 
of Lessing’s intensive war not merely against his first master Gottsched, 
but also against Voltaire and all that Voltaire represented 

Hal Corneille em einziges Trauerspiel, das Sie nur halb so geruhret 
hatte, als die Zayre des Voltaire^ Und die Zayre des Voltaire, wie 

1 Schn/Un, xvii, p 71 , xix, pp 42, 50, 53, 56 

® G £ Lessings Vbersetzungen aus dem Franzpsischen Friedrichs des Grossen und Voltaires, 
herausg von E Schmidt, Berlin, 1 892 The preface to Des Herm von Voltaires kleinere 
kistonsche Sehriften, Rostock, 1752, will be found in Schriften, v, pp i ff 
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wcit ut sie unter dem Mohren von Vcnedig, dessen schwache Copie sic 
ist, und von welchem der ganze Charakter des Orosmans entlehnet 
wOrden?^ 

H A Korff would definitely associate the dechne of Voltaire’s 
authonty in Germany with the growth of an understanding for 
Shakespeare ® This is true, but only with quahfications, for the way 
to Shakespeare was a long and difficult progress, even for Lessing 
The English poet may have been an excellent example to pit against 
the araficial regularity of classic tragedy, but the cooling-off towards 
Voltairean drama was more immediately due to the growing demtind 
for truth to nature, a demand of which the tragedy of common hfe 
was the expression 

From 1759 to the publication of the Hamburgische Dramaturgie we 
are left in the dark as to the progress of Lessing’s disillusionment with 
Voltaire, the latter is hardly mentioned in his writings and corre- 
spondence There is no doubt, however, that Diderot was in the mam 
responsible for finally divesting Voltaire of authonty in his eyes 
Lessing was entirely won over to the new conception of drama, Diderot’s 
examples and defence of which he had translated Again, however, 
we must be cautious in attributing too much weight to his repudiation, 
even m the Dramaturgie, of Voltmre’s authonty It must not be for- 
gotten that, if Diderot’s influence is paramount in the form and plan 
of Lessing’s last great drama, Nathan der Weise, that play also owed a 
very considerable debt to the poet of ^ajyre To Shakespeare it owed 
practically nothing 

Voltaire receives a very large share of attention in the Hamburgische 
Dramaturgie , of no other dramatist are the plays so assiduously dis- 
cussed For this the Hamburg repertory was largely responsible, as 
we have seen, no less than ten of Voltaire’s dramas were represented 
dunng the regime of the Consortium, and six of these dunng the bnef 
penod of Lessing’s chronicle of the work of the theatre But Lessing is 
not content to destroy Voltaire’s posibon as a playwright, he attacks 
and undermines his authonty as a hterary critic and especially as a 
histonan (xxm, 7 ff ) He loses no opportumty of showing us his 
Ignorance of the Greek drama (xxxix, 29), his lack of understanding 
for Terence (lxxi, i ; see note to p 319 below) , his wrong ideas about 
tragi-comedy (lv, 118) and his misunderstanding of the famous box 

1 Schnften, viii, p 43 

' VolUure tm Iiterarischen Deutschland des iB Jahthsmderts, Heidelberg, 1918, p 76 
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on the ear m Le Ctd (lvi, 14) , his misconceptioiis concerning Enghsh 
drama (xv, 1 1 1) Again, Lessing tells us, Voltaire plumes himself on 
bemg a ‘profunder Histonkus’ (xxm, 8), and he seizes with alacrity 
on the attacks, then being brmted m the French press, on Voltaire’s 
accuracy as a historian ^ He gleefully ridicules his mistake in regarding 
the Earl of Leicester and Robert Dudley as two different people . ‘ mit 
eben dem Rechte [konnte man] den Poeten Arouet und den Kam- 
merhcrrn von Voltaire zu zwey verschiedcnen Personen machen’ 
(xxm, 100) Voltaire, he says, is ‘intolerable’ with his historical 
control of Rodogune (xxxi, 145), and again he quotes a statement 
which ‘contains not less than three errors, not much for Voltaire (xv, 
no)’ There is, it must be admitted, a certain triviality in all this 
petty fault-finding It would not be difficult for an enemy of Lessing 
to discover plenty of similar shps in kts writings, indeed, for this it 
would not be necessary to go beyond the Dramaturgie itself Voltaire’s 
personal character, where he was adimttedly vulnerable, is vigorously 
impugned his vanity at the first performance of Merope (xxxvi, 99) , 
his ‘ Verkleinerungssucht’ (xu, 48), his love of ‘Chicane’ (xxiv, 14, 
i6, 19) — is this word not equally applicable to his critic'* — the mean- 
ness of his underhand attack on Maffei under a pseudonym (xli, 
32 ff ) ‘Besonders 1st Voltaire ein Master, sich die Fesseln der Kunst 
so leicht, so weit zu machen, dass er alle Freyheit behalt, sich zu 
bewegen, wie er will , und doch bewegt er sich oft so plump und schwer, 
und macht so angsthche Verdrehungen, dass man meinen sollte, jedes 
died von ihm sey an ein besonderes Klotz geschmiedet ’ (xLiv, 61 ff ), 

In St Lxx (no) Lessing sums up Voltaire’s intellectual character 
and his own attitude towards him 

Primus sapientiae gradus est, falsa intelligere, (wo dieses Spruchelchen 
steht, will mir nicht gleich beyfallen)* und ich wusste keinen Schriftsteller 
in der Welt, an dem man cs so gut versuchen konnte, ob man auf dieser 
ersten Stuffe der Weisheit stehe, als an dem Herrn von Voltaire aber daher 
auch keinen, der uns die zweyte zu crsteigen, wemger behulflich seyn 

1 In the Journal eneyelopidique for April, 1761 (11, pp 128 ff), Lessing had, no 
doubt, read a ‘Lettre concernant quelques faits A rectifier dans la nouvelle 
Edition de I’Essai sur I’Histoire Umverselle que Mr de Voltaire vient d’annonccr ’ 
In 1759 a reviewer in the Litteraturbriefe, No bcviii, November 15, 1759, ed nt iv, 
pp 301 ff, had pomted out the inaccuracies m Voltaire’s Charles XII, and in 1762 
an anonymous writer published at Avignon and Pans two volumes on Les eneurs 
de Voltaire Cp Annie LitUraire, vi ( 1 762), pp 2 1 7 ff 

' It IS from Lactantius Firmiarms, Dioinarum Inslitutionum Ltbn Septem 1 (Venice ed 

‘ 535 i 39 ^)- (^P Petersen, ed cit p 240 ) 
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kSnnte, secundus, vera cognoscerc. Ein knUscher Schnftstellcr, dUnkt 
nuch, nchtet seme Methode auch am besten nach diesem Spruchelchen 
ein. Er suche sich nur erstjemanden, mit dem er streiten kaim so konunt 
er nach und nach in die Materie, und das ubnge findet sich Hierzu habe 
ich mir in diesem Werke, ich bekenne es aufnchtig, nun einmal die 
franzosischen Scribenten vornehmhch erwahlet, und unter diesen besonders 
den Hm von Voltaire 

But there is something to be said on the other side, too, although 
Lessing does not say it Voltaire’s Commentaires sur Corneille had an 
appreciable influence on Lessing’s method of handhng the dramas 
which he had to criticise and on the combative tone of much of his 
critiasm, indeed, the full extent of his debt to Voltaire in the matter 
of his prose style — that brilliant, witty, sharply antithetic clearness 
which lends glitter and piquancy to the pages of the Dramaturgie — 
has not yet been estimated Lessing learnt the art of writing fr6m 
none more than from Voltaire and Bayle, the two men who, in the 
’fifties, did most to emancipate him to intellectual freedom 

Voltaire’s career and reputation were so familiar to Lessing’s age 
that It IS superfluous to seek for literary sources of his knowledge of 
such things * Nor is it of much moment to determine which edition 
of Voltaire’s works he had at hand m Hamburg, and indeed, the 
texts of the editions then available vary little ® The standard edition 
was that published at Geneva in i8 volumes in 1756-57 — and from 
this, as far as Voltaire’s older work is concerned, I take my quotations 
But It may have been that he had the older Dresden edition (1752 ff ) , 
which he used in earlier years,® completed by supplementary volumes 
In any case, Voltaire’s most recent writings, the Commentaires sur 
Corneille, the Contes de Guillaume Vadi and UInginu, were m his hands 

In his criticism of Voltaire’s dramas Lessing almost invariably 
takes his starting-point from the information supplied by the author 
himself in his prefatory matter Thus what he has to say about 
in St XV and xvi is largely drawn from the ‘ Avertissement ’ and the 


* A biography of 1 1 9 pp had appeared in £ L Rathlef ’s Geschwhte Jetztlebender 
GelehrUn, vii (Zelle, 1 743) (Cp H A Korff, op at pp 665 f ) 

‘ In criticising Namm, Lessing speaks of that play as having two title-pages in 
his edition (xxi, 78) , but this affords little clue, as the original edition of 1 749 and 
the Amsterdam edition of 1750 both show this feature (Cp Bengesco, Voltaire 
Bibliographie de ses auvres, ed at 1, pp 48 ff ) 

“ Cp Theairalische Bibhotkek, 1, p 48, Sckriften, vi, p 32 
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two ‘ Epitres d6dicatoires’ to Falkener ^ The passage which he trans- 
lates in his second paragraph (xv, 3) is from the former: 

Ceuic qm aimcnt I’Histoirc htt(£raire seront bien-aises de savoir comment 
cette Pi6ce fut faite Plusieurs Dames avaient reproch^ k I’Auteur, qu’il 
n’y avail pas assez d’amour dans ses Tragedies II leur rdpondit, qu’d ne 
croyait pas que ce fut la veritable place de I’amour, mais que puisqu’il 
leur fallait absolument des H^ros amoureux, il en ferait tout comme un 
autre La Fi^ce fut achev^e en dix-huit jours elle cut un grand succ^ 
On I’appelle k Paris, Tragidie Chretienne, et on I’a jou^e fort souvent k la 
place de Polyeucte ® 

Lessing’s famous retort that Voltaire should not have said ‘love’ but 
‘gallantry’^ (ay) may have been provoked by the first ‘Epitre a M. 
Fakener’ 

Si vous n’avez pas la reputation d’etre tendres, ce n’est pas que vos 
Hefos de Theatre ne soient amoureux, mais c’est qu’ils exprimcnt rarement 
leur passion d’une maniire naturelle Nos amans parlent en amans, et les 
vfitres ne parlent encor qu’en Poetes * 

The cntic who remarked that love itself had dictated to Voltaire 
(26) was Remond de Sainte Albine, who described it in Le Comidien 
as ‘ une Piece que I’amour lui-meme semble avoir dictce ’ ® ‘ Ich kenne 
nur eine Tragodie’, Lessing says (27 ff), ‘an der die Liebe selbst 
arbeiten helfen, und das 1st Romeo und Juliet Voltaire verstehet, 
wenn ich so sagen darf, den Kanzeleystyl der Liebe vortrefflich, 

Oder hat gleichwohl V’cltaire in das Wesen der Liebe eben die Uefe 
Emsicht, die Shakespear gehabt, so hat er sie wenigstens hier nicht 
zeigen wollen ’ ® This and the disparaging comparison of Oros- 
mann — ‘eine sehr kahle Figur’ — ^with Othello — ‘wir horen in dem 

^ In Voltaire’s first editions ‘Fakener’ (cp CEuvres, [Geneva], 1756-7, viii, p 3), 
hence Lessing’s ‘Fackencr’ 

* CEuvres^ ed cit viii, p 2 The substance of the passage is repeated, however, 
by L 6 ris {op at p 457) Voltaire subsequently substituted ‘vingt-deux jours’ for 
‘dix-huit jours’ 

® Voltaire himself had said in the Discows sur la TragSdie prefixed to his Brutus 
((EuvTes,ed cit vii,p 208) ‘Le mal est que I’amour n’est souvent chez nos Hdros 
dc Th64tre que de la galantene * 

* CEuvreSj ed cit viii, p 9 

® Le Comddien, Pans, 1747, 11, chap x, p 208 

® W Wetz {Studien z^r Hamburgischm Dramaturgie I, in Z^tschnft fur vergleichende 
Literaturgeschichte, N F ix (1896), pp 145 ff) points out that Lessing’s praise of 
‘jenes lebendige Gemalde aller der kleinsten, geheimsten Ranke, durch die sich 
die Liebe m unsere Seele einschleicht * is hardly applicable to Shakespeare’s 
picture of sudden overwhelming passion (p 168) (Cp Petersen, p 196) 
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Orosmann einen EifersUchtigen rcden, wir sehea ihn die rasche That 
eines EifersUchtigen begehen, aber von der Eifersucht selbst lemen 
wir nicht mehr und mcht weniger, als wir vorher wussten ’ (xv, 54 ff-)^ 
— constitute practically the only criticism which Lessing offers us of 
Voltaire’s tragedy It would be mterestmg to discover how the qmte 
unjustified suggestion that Z^^yre was an imitation of Othello arose, 
Voltaire hiipself gives no hint of it, as he would have been likely to 
do in dedicating the play to an Englishman * Lessing’s immediate 
authority, as he indicates, is Cibber’s Prologue to the Enghsh transla- 
tion of the French play (xv, 50, 81 ff ) “ 

Lessing’s interest now turns from itself to the translation in 
question by Aaron Hill Voltaire had informed Falkener in the 
‘ Seconde Lettre ’ 

Ellc y a 6te traduite et joudc avec tant de succes, on a parli de moi sur 
votre Theatre avec tant de pohtesse et de bont6, que j’en dois ici un 
remercmient public a votre Nation Monsieur Htlle, homme de Lettres, 
qui parait connaitre le 'I heatre mieux qu’aucun Auteur Anglais, me fit 
I’honneur de traduire la Pi6ce * 

And Lessmg proceeds to quote and discuss the views expressed by 
Voltaire to Falkener on the English theatre These will be more 
appropnately considered in connexion with Lessing’s criticism of 
English drama 

He now passes to a comparaUve criticism of the German, Itahan, 
English and Dutch translaUons of Z^ye Those by Hill and Gasparo 
Gozzi I discuss elsewhere and in respect of his observation on German 
taste as illustrated by the brevity of the German version of the scene 
of Orosmann’s death (xvi, 51)! need only add that his inference is 

^ Petersen [ibid ) refers to a quotation in Mendelssohn’s review of Lowth’s 
lectures on the poetry of the Hebrews (Bibliothek der schonen Wissenschafteriy i (i), 
p \2^yGesamm£lu Schnftenyed at iv, i, p 173) ^£in Shakespeare hat die Ursachen^ 
Folgcn und Wirkungen der Eifersucht in einem prachtigen Schauspiele besser, 
richtiger und voUstandiger ausgefuhrt, ah m alien Schulen der Weltweisheit jemals 
von emer solchen Matene 1st gehandeit worden ’ 

■ Cp H Morf, Aus Dichtung und Sprache der Rormneny 1 (Berlin, 1922), p 287, 
R Amdt, Entstehung von Voltaires ^airct Diss Marburg, 1906 (especially pp 
15 ff ), A H Krappe, Thi Source of Voltaire's *^aire\ in Modem Language Remew y 
XX (1925), pp 305 fF See also below, p 254 Hill, however, pointed out in The 
Prornpter (No 1 14) that Voltaire had been ‘nobly warming himself at the fire of 
our Enghsh Othello' (cp D Brewster, Aaron Hilly New York, 1913, p 144) 

® See also below, pp 258 f * CEuvreSj ed at viii, p 1 9 

® Sec below, pp 256 f * See below, pp 258 f , 280. 
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hardly justified, the translator made as close a translation as he could, 
but possibly the stage version was abbreviated ^ The discussion of the 
Dutch translation by Fredenk Dmm which he had before him (93) is 
Lessing’s only incursion into the field of Dutch literature Duim 
(bom m 1674)'* was the author of numerous dramas in the French 
classic style, and the adaptation of dates from 1732 He was the 
father of the famous Dutch actor Izaak Duim ® 

Alzire Lessing mentions only in passing (u, 28 ff ) ,^ he approves of 
the art with which Voltaire at the close of the tragedy allows Zamore 
‘to conjecture rather than beheve the truth of the religion m whose 
adherents he sees so much that is great ’ 

Je demeure immobile, ^gare, confondu, 

Qiioi done, les vrais Chretiens auraient tant de vertu ' 

Ah I la Loi qui t’obhge a cet effort supreme, 

Je commence k le croire, est la Loi d’un Dicu meme ^ 

The production of Voltaire’s Merope on July 7 gave Lessing occasion 
for the most elaborate piece of comparative criticism which the 
Dramaturgu contains, it occupies no less than fifteen numbers (xxxvi, 
6o-l) It covers, however, a very wide range of themes, which, in 
accordance with the arrangement of the present volume, will be found 
discussed in different sections In the present chapter I restrict myself 
as far as possible to Lessing’s criticism of Voltaire’s tragedy, but some 
overlapping is inevitable 

With regard to the genesis and history of the French Merope, Lessing 
tells us (xxxvT, 61) that Voltaire probably wrote it in 1737 at Cirey, 
where the learned Marquise du Chatelet, his ‘Urame’,° afforded him 

* Cp Petersen, «(/ cit pp 197 f 

* No date for Duim’s death is given in Huberts’s Biograpkisch Woordenboek der 
Noord-en-g^uidnederlandsche LetUrhmde, Deventer, 1878 He was still living in 1751 
[ibid p 131) 

“ Cp J A Worp, Geschtedenu van het drama en van het looneel in Nederland, 11, 
Groningen, igoB, pp 141 ff The critic in the Deutsche Bibliothek (111 (ix) 1769, 
pp 48 f ) commented Wozu gab sich der Verfasser mit dem einfaltigen Hollander 
ab, der die Zaire hat verbessern wollen^ Gewiss entweder um zu zeigen, dass er 
auch HoUandisch versteht, oder um eimge medrige Spottereyen anzubrmgen, die 
so sehr nach semem Geschmack sind * 

* UErifant prodigue {Der verlorene Sohn) is referred to, but only in a quotation 
(xxvi, 74) , Brutus and La Mart de Cisar {Casar) are also mentioned (x, 90) 

* CEuvres, ed cit viii, p 209 

' Among Voltaire’s occasional poems there is one addressed to this lady {Etrennes 
d la mime [Madame du Chitelet]), which begins ‘Une Etrenne frivole k la doctc 
Urame, Peut-on la presenter 1 ' ’ {Le Porte-Feuille Trouvd, Geneva, 1757, p 40) 
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an idyllic asylum between 1736 and her death m 1749 In Ldris [op 
at p 295) Lessing found (84) that Mirope was received m Pans with 
extraordinary favour 

Nous avions d6ja trois traductions de cette piece [Maffei’s Merop^, 
quand M de Voltaire donna sa Metope Ftanfaise, elle fut repr^sent^e pour 
la premiere fois le ao F^vrier, 1743, avec un succ^s qui a peu d’exemples 
Le Parterre fit meme <1 I’Auteur un honneur inusitd jusqu’a ce terns, il 
demanda k le voir a la fin de la representation, et lorsqu’d parut, il re^ut 
les applaudissemens les plus flateurs C’est presque la seule piece profane 
qui sou denude d’amour, chose remarquable 

Lessmg compares Voltaire’s acceptance of this ‘caU’ unfavourably 
with the dignified entry of Cornalle (xxxvi, 86), who was, at least, 
the recogmsed master of his own theatre ® His criticism of the childish 
curiosity of the audience and the vanity of the poet (xxxvi, 99) is 
perhaps unnecessarily harsh Voltaire’s call need scarcely be ascribed 
to either motive, but it gives Lessing the opportunity for the excellent 
dictum (104) ‘The true masterpiece, it seems to me, so engrosses us 
that It makes us forget the author ’ He attnbutes the persistence of the 
objectionable practice of receiving calls before the curtain partly to 
Voltaire’s complaisance (132), it continued ‘von Voltairen bis zum 
Marmontcl, und vom Marmontel bis tief herab zum Cordier’,® until 

* It has been suggested, however, that the applause at the first performance was 
really evoked by the actress Mile DumesmI, who, as Merope, outstepped the rules 
of classic propriety by ruiming across the stage to save her son’s life (cp CEuures 
Computes de Voltaire, Pans (Garmer Freres), 1877-85, iv, p 175) 

* On Corneille’s reception (xxxvi, go) cp Voltaire, Essay sur I’Hutotre Gdndrale 
VII {£cnvams du Terns de Louis XIV, (Euvres, [Geneva], 1 756-7, xvii, pp 2 1 5 f ) ‘ On 
a imprime dans plusieurs recueils d’anecdotes, qu’il avait sa place marqude toutea 
les fois qu’il allait au spectacle, qu’on se Icvait pour lui, qu’on battait des mams 
Malheureusement les hommes ne rendent pas tant de justice Le fait est que les 
Comediens du Roi refusirent de jouer ses huit dermfcres pidces, et qu’il fut obligd de 
les donner 4 une autre troupe ’ Agam, in the Suppliwent au Slide de Louis XIV, 
11 {(Euvres Computes de Voltaire, ed eit xv, p 129) ‘On nous rdpete tons les jours 
que, quand le grand Corneille, sur la fin desa vie, venait au th 64 tre, tout le monde 
se levait pour lui faire hormeur Cela n’est pas vrai 

' Cp an article ‘ Theatralische Neuigkeiten aus Paris’ m the Bibliothek der 
schonenWusenschaften,iii{i) (1758), pp lyyf, where the writer, discussing the success 
of De la Touche’s Iphiginie m Tauride, says ‘Der Beyfall war ganz ausserordenthch, 
das Parterre verlangte mit grossem Gcschrey den Verfasser zu sehen (Diese Ehrc, 
welcher [nr] dem Hrn von Voltaire zuerst bey der ersten Vorstellung der Merope 
wiederfuhr, hat hernach auch Hr Marmontel bey der ersten Vorstellung semes 
Aristomenc [April 30, 1 749] gehabt, und vielleicht nach ihm, verschiedene andere ) 
Als er erschien, so vermehrte sich der beyfallgebende Zuruf dergestalt, dass .er 
ganz bleich hinter die Scenen eilte, wo er m Ohnmacht fiel ’ I have not been able 



The French Plays of the Repertory 213 

the good taste of the nation revolted. He recalls ‘ the ingenious idea 
of Polichuieir (141) , this would appear to be a reference to a parody 
on Mirope by Panard, Gallet and Pontan, entitled Marotte when it was 
played in 1743 and U Enfant retrouvi at a performance in 1744 — or it 
may be perhaps to another version. La Pdtarade ou Poltchtnel auteur, en 
un acte, en prose et en vers (and ed 1750) Petersen, to whose com- 
mentary I owe this reference, quotes (ed cit p 216) the following from 
Moland’s edition of Voltaire,^ 

Polichinelle s’entretenant avec son compare ‘Eh bien,’ lui dit celui-ci, 
‘vas-tu nous donner quelque pifece nouvclle^’ — ‘Si elle est nouvelle, elle 
ne vaudra pas grand’chose,’ rdpond Polichinelle, ‘tu sais que je sms 
6pui96 ’ — ‘Bon, tu es inepuisable,’ r^pond I’autre, ‘donne toujours ’ — ‘Tu 
le veux donc^ Je le veux bien aussi,’ dit Polichinelle, ‘et je t’avouerai que 
j’en mourais d’envie Mais tous nos amis sont-ils Ik-bas^’ Alors, d^bou- 
tonnant sa culotte (ne I’oublions pas, la chose se passe aux Marionettes) 
et faisant la r^vdrence a posteriori, il lache une p^tarade au parterre, et tout 
de smte on entend crier ‘L’auteur, I’auteur, I’auteur •’ 

The possible occasion of Lessing’s own refusal to come before the 
curtain I have already discussed * 

In a letter (dated December 23, 1 738, but vmtten in October, and 
published, with MSrope, in 1746)^ from the Pere de Tournemine to 
Brumoy, the writer speaks of ‘I’amitie paternelle, qui m’attache a lui 
[Voltaire] depuis son enfance’^ — Toumenune had been one of Vol- 
taire’s teachers (xxxvi, 70) He writes of Mirope 

Quelques succes que Im donne le gout inconstant de Pans, eUe passera 
jusqu ’4 la post^rit^, comme une de nos Trag6dies les plus parfaites, comme 
un mod^e de trag^die Arutote, ce sage l^gislateur du Theatre, a mis ce 
sujet au premier rang des sujets tragiques Eunpide I’avait traits, et nous 
apprenons A^Aristote, que toutes les fois qu’on representait sur le Thdatre 
de I’lngdmeuse Alhines le Cresfonte d’Eunpide, ce peuple, accoutum6 aux 
chefs-d’oeuvres tragiques, etait frapp^, saisi, transport^ d’unc Emotion 
extraordinaire Si le gout de Pans ne s’accorde pas avec celui d’Ath^nes, 
Pans aura tort sans doute Le Cresfonte d’Eunpide est perdu Monsieur de 
Voltaire nous le rend ® 

to assign a definite source for the reference to Cordicr But the Merewre de France, 
Apnl, 176a (1), p 155, discussing the first perfomiance of Cordier’s Zorveknut, says 
‘L* Auteur fut demand^ par une acclamation unamme, il panit et re^ut le prix 
flatteur et m^ritd du plaisir que son Ouvrage venoit de faire ’ 

* CEuvres Computes de Voltaire, Pans, 1877-85, iv, p 174 

* See above, p 142 

* Cp CEvsres Computes de Voltaire, Pans, 1877-85, iv, p 177 (note i) 

* Voltaire, CEuores, [Geneva], 1756-57, viu, p ai6 * Ibid pp 213 f. 
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Before Lessing comes to an examination of Mirope and a comparison 
of It with the Italian tragedy, however, this statement in Toumeimnc’s 
letter leads him to a consideration of matters concerning Anstotle and 
the Greek dramatists, which I deal with elsewhere ^ He then continues 
(xxxix, 1 6) by asking why we should attribute such importance to 
Tournemine^ ^ Let us rather, says Lessing, substitute for him Voltaire 
himself, who has the same wrong idea of Euripides 

Lessing states his thesis at the beginmng of St xxxvn 

Ich habe gesagt, dass Voltairens Merope durch die Merope des Maffei 
veranlasset worden Aber veranlasset, sagt wohl zu wenig denn jene ist 
ganz aus dieser entstanden, Fabel und Plan und Sitten gehoren dem Maffei, 
Voltaire wurde ohne ihn gar keine, oder doch sicherhch eine ganz andere 
Merope geschrieben haben ” 

To prove this thesis he considers first the ‘historical facts’ on which 
the story rests, then Euripides’s handling of the theme, and finally the 
Italian play * In this chapter I am only concerned with the part of 
this discussion which has direct bearing on the French tragedy 

In a previous section I have given a brief outhne of the plot of 
Voltaire’s Mirope ' Here it will be convenient to recapitulate first the 
points wherein it differs from Maffei’s Voltaire fills out the Italian 
plot in many ways He begins by initiating his audience into the state 
of things in Messenia, whereas Maffei opens with Polifonte’s demand 
that Merope shall marry him In Voltaire’s play, Merope then learns 
that Narbas, to whom she had entrusted her surviving son, has dis- 
appeared from Elis with the child, but she is consoled by the hope 
that they may be on their way to Messenia In Maffei Merope mourns 

^ See below, pp 3 1 1 ff 

’ The quotation concerning Tournemine is from a note to Montesquieu’s letter 
to the Abbd Comte de Guasco of Decembers, 1750 This letter was first published 
in the edition of the Lettres famihires which appeared at Pans in 1767, and the 
words quoted by Lessing are m a note on p 208 of this edition (rp Montesquieu, 
(Euvres Computes, Pans, 1875-79, vii, p 361) In the letter Montesquieu complains 
of Tournemine’s ‘despotisme’ and ‘ tracasseries ’ The note adds ‘On a entendu 
conter 4 Montesquieu que, pour s’en venger, il ne fit jamais autre chose que de 
demander 4 ceux qui lui en parloient Q«i est-ce que le P Tournemine^ je n’en ai 
jamats entendu parler ce qui piquoit beaucoup cc j&uite, qui aimoit passiondmment 
la c 616 brit 6 ’ 

® Lessing’s conviction had probably been strengthened by reading De la Grange 
Chancel’s emphatic statement in his letter on Mirope to the Journal itranger of 
August, 1 756 (p 238) ‘ le Poete Itahen (le Marquis Maffei) dont M de Voltaire 
est le fidde traducteur . ’ 

* See below, pp 310 ff, 281 ff 


• See above, pp 86 f 
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for her son Egisto as dead Voltarre reveals Polifbnte’s intention to 
have £giste and Narbas murdered, should they be on the way to 
Messema It is not until the second act in Voltaire that we learn of 
the arrest of a young man for murder, Maffei reaches this incident 
in the second scene of his play In both plays the young man im- 
presses the queen favourably, Maffei makes more of this than Voltaire, 
thus providing a more effective dramatic contrast when Merope, full 
of grief at the disquieting news of her son’s disappearance, begins to 
suspect that the stranger may have been his murderer, to her mind, 
Pohfonte’s kindness to the young man is suspicious, and especially 
when he again insists that Merope should become his wife, promising 
that, if she does so, he will pardon the murderer Voltaire does not 
emphasise these sentimental possibilities of the plot His tyrant is 
elected king, and it is definitely stated that the young stranger has 
murdered Egiste, the proof being that he is in possession of a coat of 
mail — in the Italian play it is a costly nng — known to have belonged 
to Egiste In both plays Merope decides to take her own revenge 
In Maffei’s drama, as she is about to slay the prisoner, she is momen- 
tarily softened by his protestations of innocence, when Polifonte enters 
and sets him free In Voltaire’s version, more dramatically, Merope 
IS determined to torture the victim, and is about to stab him when 
Narbas bnngs the news that he is her son, the lost Egiste The 
recognition is brought about more circumstantially in the Itahan 
play Polidoro, introduced unrecognised into the palace, finds the 
young man asleep in a marble chair When Merope arrives with an 
axe to slay him, Pohdoro reveals to her that he is her son The 
denouement is similarly worked out by both poets the marriage of 
Polifonte IS about to be celebrated when Egiste behind the scenes 
slays the tyrant Both dramas end with the triumphant acclamations 
of the atizens ^ 

In the first edition of 1744 Voltaire’s tragedy was prefaced by a 
dedicatory letter ‘AM le Marquis Scipion Maffei’, m which, with 
excessive pohteness, he expressed his indebtedness to the Itahan noble- 
man, and excused the faults of the latter’s play on the ground that he 
had to appeal to an Itahan taste much less polished than that of Pans 
(xLi, 53 ff ) He says 

vous etes le premier, Monsieur, qui dans ce si^cle ou I’Art des 
Sophocles commengait k fitre amolli par des intrigues d’amour, souvent 

* Cosack {op cit pp 225 if) provides a detailed and useful analysis of the two 
plays in parallel columns 
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^trangires au sujet, ou avih par d’mdignes bouffoimenes qui deshonoraient 
le gofit de votre ing^nieuse Nabon, vous etes le premier, dis-je, qui avez 
cu le courage et le talent de donner une Trag^die sans galantene, une 
Tragidie digne des beaux jours d’Athines, dans laquelle I’amour d’une 
mire fait toute I’lntngue, et oCi le plus tendre mtirct nait de la vertu la plus 
pure ^ 

Voltaire was genuine in his admiration of MafTei’s boldness m writing 
a tragedy devoid of sexual love Such tragedies {e g Julius Caesar) had 
his warm approval — in theory, if not in pracbce * He would have 
translated the Italian play, had he not found it unsuited for the French 
stage (cp XLi, 23 ff, 57 ff) His words are 

Notre dilicatesse est devenue excessive nous sommes peut-ibe des 
Sibantes plongis dans le luxe, qui ne pouvons supporter cet air naif et 
rusbque, ces ddtails de la vie champetre, que vous avez imitis du Thiibe 
Grec Ces entretiens sont naturels, mais notre Parterre, quelquefois si 
indulgent, et d’autres fois si dilicat, pourrait les trouver trop familiers, et 
voir mime de la coquetterie ofi il n’y a au fond que de la raison Ce 
n'est pas, encor une fois, que tout cela ne soit dans la Nature, mais il faut 
que vous pardonniez k notre Nation, qui exige que la Nature soit toujours 
prisentie avec certains traits de Part, et ces traits sont bien diffirens k 
Pans et i Verone “ 

The Pans parterre would not have tolerated the hackneyed device of 
a ring as a means of recognition, he, Voltaire, could not have nsked 
the danger of having his hero taken for a thief In these matters, says 
Lessing (xu, 80), the taste of the Paris parterre is wrong On the 
other hand, he asks, why does Voltaire, in cases where it certainly is 
not wrong, find fault with that taste rather than with Maffei^ 

Maffei replied point for point to the cnticisms in Voltaire’s dedica- 
bon in the edibon of his Mewpe which was published in 1745 It is 
to be regretted that this reply is not included m modem editions of 
Voltaire * In a reference which is perhaps intentionally somewhat 
ambiguous (xLn, 143) Lessing expresses regret that Maffei’s answer 
to Voltaire is not published in the correspondence, it would be, he 

* (Euvres, ed at viii, pp 2 1 7 f 

* See, for instance, the Dissertation sur la Tragidu anasnne et modeme prefixed 
to Sfimrams {(Euores, ed at ix, pp 19 f) and also Discoms sur la Tragidie prefixed 
to Brutus {(Etwres, ed at vii, pp 197 ff , 207 f) 

> (Eupres, ed at viii, pp 226 f 

* Cp. however, (Euvres Computes de Voltaire, Paris, 1877-85, iv, p 197 (note 2), 
where reference is made to a translabon of Maffei’s reply in a French translabon 
of the Dramaturgie 
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points out, the most interesting part of it.^ What he no doubt wished 
to see was the Itahan poet’s reply, not merely to Voltaire’s dedication, 
but to LmdeUe’s strictures as well For when Voltaire read what 
Maffei had to say, he felt, no doubt, that something more emphatic 
was called for to put the Italian in his place, but since he could not 
very well throw off the mask of pohteness which he had assumed in 
the dedication, he deputed to a fictitious ‘ M de la Lmdelle’ the task 
of bluntly demohshing the arguments of the Italian marquis M de 
la LindeUe’s letter to M de Voltaire appeared in the edition of the 
French Mirope which was pubbshed in 1748 ® It is obviously solely 
concerned with Maffei’s play, and I deal with it in my chapter on the 
Italian drama ® Here we need consider only the inferences which 
Lessing drew from that controversy in support of his thesis that the 
French Mhope was merely an adaptation of Maffei’s In St xliv he 
turns to points in Voltaire’s criticism of Maffei which are equally 
apphcable to Voltaire’s own tragedy He discusses (4 ff ) the question 
whether Maffei’s ring or Voltaire’s suit of armour is the better means 
of recogmtion Voltaire had written 

Je nc vous le dissimulerai pas Je trouve que Mr Maffei a mis plus d’art 
que moi dans la mam^e dont il s’y prend pour faire penser k M6rope que 
son fils est I’assassin de son fils meme Je n’ai pu me servir comme lui d’un 
anneau, parce que depuis Vanneau royal dont Boileau se moque dans ses 
Satyres, cela semblerait trop petit sur notre Theatre * 

The modern reader will be likely to agree that Voltaire’simprovement 
here is not conspicuous Again (33 ff ) Lessing quotes Voltaire’s re- 
sponse to the objection which Lmdelle had raised concerning the 
tyrant’s suddenly awakened eagerness to marry Merope 

Ni Mr Maffei ni moi n’exposons des motifs bien necessaires pour que le 
Tyran Polifonte veuille absolument 6pouser Mirope C’est peut-€tre Ik un 
ddfaut du sujet, maisje vous avoue, queje crois, qu’un tel ddfaut est fort 
l^ger, quand I’lnt^rfit qu’il produit est considerable ® 

* The reply of Maffei was in fact printed in the 1763 edition of the Italian Merope 
(PP 438 ff) 

’ In (Eiwres de Voltaire, Dresden, 1748-54, v, pp 481 ff Cp (Euvres Computes, 
ed nt iv, p 192 (note i) 

’ See below, pp 289 ff 

* (Euvres, ed cit viii, p 242 , the passage in Boileau [Satires, 111, 1 96) ‘ Surtout 
“I’anneau royal” me semble bien trouve’ was directed against Qpinault's Astrate, 
rot de Tyr (cp Schrotcr and Thiele, ed at p 246) 

* (Euvres, ed at viii, pp 242 f 
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Voltaire’s excuse that the fault is inherent in the subject is hardly 
vahd Lessing points out (39) that MafFei had altered the original 
story, and Voltaire need not have accepted this alteration, had he not 
approved of it 

Lessing has naturally only contempt for Lindelle’s pedantic objection 
to the Italian poet’s laxity in matters oi liaison and in providing motives 
for exits and entrances (xlv, 86 ff ) Voltaire had written 

Les scenes sou vent ne sent point liees, et le Thiatre se trouve vuide, 
d^faut qui ne se pardonne pas aujourd’hui aux moindres Poetes Les 
Acteurs arrivent, et partent souvent sans raison, d^faut non moms es- 
sentiel * 

This leads Lessing (xlvi, 1) to a vigorous attack on the artificiahty 
of the French theatre, and especially on its practice in regard to the 
umties of place and time His argument, as far as Mirope is concerned, 
IS that Voltaire, in his observance of these rules, has no compunction 
in introducing the most patent absurdities into his play, crowding 
together in one place and within the prescribed time-unity impossible 
and incongruous things (xliv, 61 ff) Far from regarding the laxity 
of Maffei in respect of the rules as blameworthy, Lessing considers 
that Voltaire’s own observance of them leads to far greater absurdities “ 

‘ Regularity ’ cannot compensate for the smallest errors in character- 
drawing (xlvi, 61) Voltaire’s condemnation of Maffei’s Polifonte 
with his ‘heillosen Maximen’ is, Lessing admits, entirely justified 

Autre pu^nht6 de Golldge Le Tyran dit k son confident Je sai I’ art de 
TigneT,je ferai mourir les audacieux , je Idcherai la bride d tous les vices, j’lnviterai 
mes sujets d commettre les plus grands crimes, en pardonnant aux plus coupables, 
j’exposerai les gens de bien d la fureur des scelerats, etc Quel homme a jamais 
pense et prononce de telles sottises’ Cette diclamation de Regent de 
sixidme ne donne-t-elle pas une johe idee d’un homme qui sait gouverner^ ® 

But Voltaire’s own tyrant, Lessing points out, indulges in sentiments 
such as the following (Act i, sc iv) 

Et des Dieux quelquefois la longue patience 
Fait sur nous k pas lents descendre la venge[a]nce, 

which a Polifonte would not be likely to express, especially when 
screwing up his courage to new enmes Then there is his unconsidered 
and aimless behaviour towards Merope, and his attitude to figiste is 

' (Euures, ed at viii, p 236 » See below, pp 384 f 

“ CEuvres, ed at viii, p 240 
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inconsistent with the poet’s initial picture of him as a cunmng and 
resolute man Egiste, Lessing continues, should not have been intro- 
duced into the scene of the sacrifice For him to swear obedience to 
Pohfonte before the people, and to the sound of his despairing mother’s 
cries, would merely bring about what the tyrant fears — the loss of his 
power He may expect anything from Egiste, who only demands the 
return of his sword m order to settle their quarrel once and for all, 
and yet Pohfonte permits him to come quite close to him at the altar. 
Maffei’s Pohfonte is free from this absurdity, for the identity of Egisto 
has not yet been revealed to him Lindelle accuses the Italian Merope 
of speaking like a cannibal 

J’ajouterai encor, que quand la Reine, croyant son fils mort, dit, qu’elle 
veut arrachcr le coeur au mcurtrier, et le d^chirer avec les dents, elle parle 
en Canmbale plus encor qu’en mfere affligde, ct qu’il faut de la d^cence 
partout ^ 

But IS the French Merope, Lessing asks (xlvi, 130), m spite of her 
greater delicacy, any less of a cannibaP Surely (xlvii, 12 ff) the 
Italian Merope, who acts impulsively, and thinks, in the passion of 
the moment, of a wild and cruel vengeance, is more of a mother than 
the French heroine who deliberately plans her revenge, proposing not 
to kill, but to torture her victim Again (26), Voltaire might blame 
the traditional story, of which Merope’s wish to kill Egiste with her 
own hand is an integral part But she need not do it deliberately, 
and neither Eunpides nor Maffei makes it a matter of deliberation 
Thus they retain the audience’s sympathy for Merope, which Voltaire 
forfeits 

That Pohfonte does not insist that Merope should become his wife 
until after the lapse of fifteen years is not a fault of the original theme 
in the fable of Hyginus, and presumably in the lost play of Euripides, 
the marnage takes place immediately after the murder of Cresphontes 
Such an act was not so repugnant to Greek women when they saw it 
would bring advantage to their children, and Lessing recalls (79) ‘de[n] 
griechischen Roman des Charitons, den d’ Orville herausgegeben ’, in 
support of this ^ Such a device would have obviated the cold scenes 
of a political love, and could have been made interesting in more ways 
than one But Voltaire took this situation from Maffei, as he took the 
motive of Egiste’s chance journey to Messenia, in ignorance of his own 
identity, and the suspicion which there falls on him of being his own 

1 (Ewres, ed cit vm, p 238 * See below, pp 3 1 7 f 
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murderer. In other words*, both dramatists indulge in ‘das armsehge 
VcrgnUgen’ (xLVin, 3) of surprise * 

Voltaire cannot employ a prologue in the manner of the ancients; 
but he feels the need of informing his audience that the young stranger 
IS £giste (xLDC, 102) How does he achieve this^ Simply by calhng 
him figiste in his printed book, so that we have the absurdity of a 
character named figiste denying all knowledge of persons of that 
name This is surely an unreasonable attack on Voltaire More cogent 
is Lessing’s objection that Egiste names his reputed father to Merope, 
but does not give his own name, or the name by which he knows 
himself In Maffei the young hero has two names (l, 1), Egisto and 
Cresfonte, but in the list of persons he appears only as the former 
There is no reason to doubt, with Lessing, the honesty of Voltaire’s 
statement that he began with the intention of translating Maffei’s 
Merope, but that the obstacles offered by the conventions of the French 
theatre — and even if Lessing could not approve of these, it was surely 
still his duty as an impartial critic to accept their existence — proved 
insuperable, with the consequence that his own play, in the course of 
several remodellings, ceased to be a translation or even an adaptation 
In particular, Voltaire’s fourth act is very different from Maffci’s 
There is a matenal change, too, in the characters and relations to 
each other of Merope and Polifonte, on account of the fact that when 
the drama opens, Merope is still the ruler of Messema, not Polifonte, 
who IS only proclaimed king in the third act, and that M6rope is 
Ignorant of his crimes against her family In Maffei Merope is with- 
standing not merely an overbearing soldier whom she cannot trust, 
but also the known murderer of her husband “ In several of the 
features which Lessing selects it may be that Voltaire is seen at a 
disadvantage in companson with Maffei, but it surely cannot be 
denied that he has given a finer and deeper psychological presentation 
of a mother’s love — it may be under fantastically exceptional con- 
ditions — than his model, and that even his minor characters have a 
httle less of the conventional and the schematic Lessing is certainly 
unjust to Voltaire, his antagomsm to theFrench type of classic tragedy 
has weighed the scales heavily in Maffei’s favour And, after all, the 

* See also below, p 465 

’ Cp also H Lion, Ijs Tragddus et les Theories dramatiques de Voltaire, Pans, 1895, 

pp 157 f La Harpc in his championship of Voltaire went so far as to insist that 

Voltaire owed no real debt to Maffei and that all that was good in his drama was his 
own (LyUe, Paris [N D ], An vii, vol x, pp 35, 40, 43, 5 1 ) 
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Italian Metope is no masterpiece What Iicssing’s arguments do not 
prove is that Voltaire’s tragedy is merely an adaptation of Maffei’s 
(l, 29) and that there is only one alteration made by Voltaire in 
Maffei’s plan which deserves to be called an improvement (l, 128). 
He IS too intent on challenging the often merely trivial points adduced 
by Lindelle, and does not make the larger and unbiassed attempt we 
might have looked for to estimate the general character of the two 
plays 

For his discussion of SSmtramis (x, 86-xii, 44) Lessing found ample 
materials m the Dissertation sur la Tragddie which forms a preface to 
that play Voltaire kindles his wrath (x, 89) by asserting the superi- 
ority of French tragedy to that of the Greeks 

Je ne pretends pas que la Scene Fran^aise I’ait emporti en tout sur cellc 
des Grecs, et doive la faire oublier Les inventeurs ont toujours la premi&re 
place dans la mimoire des hommcs, mats quelque respect qu’on ait pour 
ces premiers g^nies, cela n’empfiche pas que ceux qui les ont suivis ne 
fassent souvent beaucoup plus de plaisir On admire Sophocle, mais 
combien de nos bons Auteurs tragiques ont-ils de traits de Maitre que 
Sophocle cut fait gloire d’lmiter, s’ll fut venu apres eux'^ Les Grecs auraient 
appris de nos grands Modernes i fairc des expositions plus adroites, k her 
les scenes les unes aux autres, par cet art imperceptible qui ne laisse jamais 
le Theatre vuide, et qui fait venir et sortir avec raison les personnages 
Le choc des passions, ces combats de sentimens opposes, ces discours 
ammes de rivaux et de nvales, ces querelles, ces bravades, ces plaintes 
r6ciproques, ces contestations intiressantes, oil I’on dit ce que I’on doit dire, 
ces situations si bien mdnagies les auraient etonncs Les Grecs auraient 
surtout ^t^ surpns de cette foule de traits sublimes qui etincellent de toutes 
parts dans nos Modernes ' 

With bnlliant wit Lessing turns on Voltaire (100) ‘O freyhch, was 
1st von den Franzosen nicht alles zu lernen ' Hier und da mochte zwar 
em Auslandcr, der die AUen auch ein wcnig gelesen hat, demilthig 
um Erlaubniss bitten, andeier Mcinung seyn zu durfen ’ AW tbesc 
merits (103) have little to do vath the essentials of tragedy But it 
IS of no avail to contradict Voltaire ‘er spricht, und man glaubt ’ 

And again (108) he turns to the Dissertation 

On a voulu donner dans Simiramis un spectacle encor plus pathitique 
que dans Mhope, on y a deploye tout I’appareil de I’ancien Theatre Grec 
II serait triste, apres que nos grands Maitres ont surpass^ les Grecs en tant 
de cboses dans la Tragddie, que notre Nation ne put les dgaler dans la 
digmtd de leurs reprdsentations Un des grands obstacles qui s’opposent, 

* (Euares, ed cil ix, pp 1 3 ff 
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sur notre Th6itre, "k toute action grande et path6tique, cst la foule des 
spectateurs, confondue sur la Seine avec les Acteurs, cette indicence se fit 
sentir particuliirement a la prenuire representation de SimiTamis Get 
abus a corrige dans la suite aux representations de SirmTomis, et -di 
pourrait aisement etre supprime pour jamais ^ 

Mais ce grand difaut n’est pas assurement le seul qui doive itre comge 
Je ne peux assez m’etonner ni me plaindre du peu de soin qu’on a en France 
de rendre Ics Theatres digncs des excellcns ouvrages qu’on y represente, et 
de la Nation qui en fait scs deiices Cmna, Athalie, miritaient d’etre re- 
prisentes ailleurs que dans un jeu de paume, au bout duquel on a eieve 
quelques decorations du plus mauvais gout, et dans lequel les spectateurs 
sont places, contre tout ordre et centre toute raison, les uns debout sur le 
Theatre mime, les autres debout dans ce qu’on appelle parterre, ofi ils sont 
genis et pressis mdecemment, et ou ils se precipitent quelquefois en 
tumulte les uns sur les autres, comme dans une sidiUon populairc vous 
voyez que c’etait une entreprise assez hardie de representer Simiramu 
assemblant les Ordres de I’Etat pour leur annoncer son manage, I’ombre 
de Niruu, sortant de son tombeau, pour prevenir un inceste, et pour venger 
sa mort, Simiramu entrant dans ce Mausoiee, et en sortant expirante, et 
percee de la mam de son fils II etait i craindre que ce spectacle ne 
revoltat * et d’abord, en effet, la plupart de ceux qui fi-equentent les 
spectacles, accoutumis k des ilegies amoureuses, se liguirent contre ce 
nouveau genre de Tragedie ^ 

The scene in question is the sixth of Act m Simiramis assembles the 
notables of her kingdom to announce to them the name of the man 
whom she has chosen to marry Her choice falls, not on the intriguer 
Assur, but on Arzace, who, all unknown to her, is her own son, whose 
father Ninus she has murdered At this announcement ‘ le tonnerre 
gronde, et le tombeau paralt s’ibranler’ I quote the scene (it is the 
final scene of Act iii) in the version played in the Hamburg theatre 
(Vienna, 1 765, pp 47 ff ) 

{Der Dormer brullt, und das Grab scheint sich zu erschuttern ) 

Semiramis Was hor ich^ Himmel'ach* 

Oroes Ihr Gotter * schutzt uns doch ' 

* The bad custom to which Voltaire refers was not abolished at the Thditre 
Frausais until later ( 1 759) Cp Adolphe Jullier, Us Spectateurs sur le Thi&tre, Pans, 

•875. PP 17 ff Marmontel in the fourth book of his A/Anoirer (Pans, ed of 1891, 

1, p 289) writes ‘Simiramis eperdue et I’ombre de Ninus sortant de son tombeau 
itoient obligies de traverser une ^paissc haie de petits-maitres ’ 

bins, however, remarks {fip cit p 4^1^) L’ombre de Pfinus paroissant sur le 
thiatre dans cette piece, fut une nouveauti qui ne rivolta pas tant le Pubbe qu’on 
I’auroit cru ’ 

* (Emires, ed at ix, pp 21 ff, 25 
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Semiramis. Der Himmel donnert. Ach* ist’s Gutc Oder Rache*! 

Ach Gnade • Gotter • Ach ' Arsaz fur meine Sache 
Welch klagliches Geschrey vermehrt die Furcht ' Ich seh 
Das offne Grab Er kommt Ihr Gotter ' ich vergeh 

{Der Schatte des J'l^^nus kommt aus dem Grabe ) 

Assur Des Ninus Schatte selbst’’ Ist’s moglich^ 

Arsaz Gott der Schrecken ' 

Wohlj'rede ' was will uns dem Anblick hier entdeckcn'* 

Assur Ja, rede ! 

Semiramis Willst du mir hold oder grausam seyn^ 

Der Zepter und das Belt, die ich verschenkt, sind dem 
Urtheil soil dieser Held nicht demen Zepter fuhren^ 

Spnch, ich gehorche dir 

Der Schatte (zu dem Arsaz ) Arsaz ' du wirst regiercn 
Doch es sind Laster da, die auszusuhnen seyn 
Dif musst m memer Gruft mir erst em Opfer weihn 
Dien meinem Sohn und mir Denk an den Vater Hore 
Den Oberpriester 

Arsaz Ja, du Schatte, den ich ehre, 

Du Halbgott, dessen Geist dies Chma itzt bescclt, 

Wiss, dass mir mcht der Muth bey deinem Anblick fehlt 
Ich wUl m deine Gruft, trotz memem Lcben steigen, 

Doch spnch, was wird man mir dort fur ein Opfer zeigen^ 

{Der Schatte kehrt sick von seiner Stelle zur Thure des Grabes ) 

Er flieht 

Semiramis Vergonn’, da du des Ninus Schatte bist, 

Dass diese Hand dem K.nie in deiner Gruft umschliesst, 

Dass meine Reue 

Der Schatte {an der Thar des Grabes) Halt ' Scheu meine AscBe Geh^ 
Bis es erst Zeit wird seyn, dass ich dich wieder sehe 

{Der Schatte geht wieder hinein, und das Grabmahl schliesst sich zu ) 

Assur Welch schreckhch Wunderwerk ' 

Semiramis O folgt mir Jedes Herz 

Still in dem Tempel hier das Schrecken und den Schmerz 
Es wird des Ninus Geist sich schon versohnen lassen 
Beschutzt er den Arsaz so kann er mich mcht hassen 
Der Himmel ists, der euch Monarchen geben kann 
Kommt, rufet ihn fur mich und fur Arsazen an 

Arzace learns in the following act from the High Pnest the mystery 
of his birth and the reason for the appearance of Ninus’s ghost 

Lessing scoffs at Voltaire’s ghost which appears in the bnght light 
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of day (xi, 85 if ) ^ The Journal encyclopddxque for September, 1 756 
(pp. 102 f ), recorded that ‘De nos jours au[x] premieres Representa- 
tions de Semiramis, le spectre de Ninus sortant de son tombcau lui 
parut moms digne de foi, que de nsec Le succ^s de Semiramis qid 
n’auroit pas dte douteux k Londres, ne Test plus aujourd’hui a 
Pans ’ 

Voltaire himself, in the Dissertatton sur la Tragidte anctenne et modeme 
prefixed to SimiTamis, suggested the companson with Hamlet which 
Lessing uses against him , in comparing the ghost in Hamlet with that 
of Ninus, he takes the opportumty of censunng Shakespeare’s play 
as ‘une piece grossi^re et barbare', irregular and often absurd ‘On 
croirait que cet ouvrage est le frmt de I’lmagination d’un Sauvage 
yvre 

But nevertheless Voltaire finds also subhme touches, worthy of the 
greatest gemus ‘ parmi les beautes qui etincellent au milieu' de 
ces hombles extravagances, I’ombre du pere d' Hamlet est un des 
coups de Theatre des plus frappans’,® and he proceeds to justify the 
apparition of Ninus in his own tragedy 

I deal elsewhere with the general principle of the use of the super- 
natural, and with the companson with Hamlet ® But it may be said 
at once that here again Lessing is not quite fair to Voltaire he denies 
him the right to introduce the supernatural, and then justifies Shake- 
speare, without making it clear that it is not Voltaire’s right to use it, 
but his way of using it to which he objects (There is a similarly 
unfair condemnation of Weisse when he is compared with Shakespeare 
in the treatment of Richard III (St lxxiii) ) The ghost in Voltaire’s 
Semiramis is in Lessing’s view nothing but ‘erne poetische Maschine, 
dienurdesKnotens wegendaist’ (xii,3) Here again he has Voltaire’s 
own words in mind 

Si le noeud d’un Poeme tragique est tellement embrouill6, qu’on ne 
puisse se tirer d’embarras que par le secours d’un prodige, le speclateur sent 
la g^ne oil 1’ Auteur s’est mis, et la faiblesse de la ressource II ne voit qu’un 
Ecrivain qui se tire mal-adroitement d’un mauvais pas Plus d’lllusion, 

' But according to the commentators on Voltaire, this was not the case See 
(Ewms Computes de Voltaire, Pans, 1877-85, iv, p 543 ‘A ce moment, on faisait la 
nuit sur le th^itre, les Eclairs bnllaient, et I’ombre blanche de Nmus apparaissait 
envelopp^e d'une gaze noire — Voltaire r^Iamait, h la reprise de Sdnaramts, “une 
grande diable de porte qui se bnse et une trappe qui fasse sortir I’Ombre du fond 
des abimes” ’ 

• (Enures, [Geneva], 1 756-57, ix, p 17 

» Ibid 


* See below, pp 445 ff, 251 ff 
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plus d’lntdrfit Qjfodcunqueostendismikt,sictncTedulusodi. Maisje suppose que 
i’Auteur d’une Tragddie sc fut propose pour but d’avertir Ics hommes, que 
Dmu punit quelquefois de grands crimes par des voies extraordinaircs je 
dis qu’alors ce prodige, bien mdnag6, ferait un trAs-grand cffet cn toute 
langue, en tout terns et en tout pays ^ 

This may be more philosophical than Shakespeare, Lessmg comments, 
but Shakespeare thought more poetically To Voltaire the apparition 
of Ninus IS a ‘ miracle ’ the ghost of Hamlet’s father is a great natural 
happening (xn, i ff ) 

Voltaire had claimed as a ment of SimiTamts that, hke the tragedy 
of the ancients, it was bmlt upon a moral truth ‘ Les Anciens avaient 
souvent dans leurs ouvrages le but d’dtabhr quelque grande meixime, 
ainsi Sophocle fimt son Oedtpe, en disant, qu’il ne faut jamais appeller 
un homme heureux avant sa mort So, too, Semiramts ends with the 
hn&s 

Par ce terrible exemple, apprenez tous, du moms, 

Que les crimes secrets ont les Dieux pour t^moins 

Such a conclusion may be no defect in a poet, but it is by no means 
necessary, and liSSmiTamis had no other merit, it would be, in Lessing’s 
eyes, ‘nur em sehr mittelmassiges Stuck’ (xn, 32) — especially as 
Voltaire’s moral is not a particularly lofty one 

Voltaire’s Namne is discussed in St xxi Lessing’s objection to its 
title (22) I discuss later* The statement that ‘die Geschichte der 
Namne 1st die Geschichte der Pamela’ (83) is from Lens [op at 
p 313) ‘ Le sujet de cette piece est tire du Roman de Pamela And 
under ^ Pamela ’ m Lens {ibid pp 330 f ) Lessing found the following 
“II y a deux Com[^dies] de ce nom, la premiere, par Boissy, en 3 
Ac[tes] en vers elle a pour second titre la Ver tu Mieux fipr ouvee, 
et fut donnee avec succ^s au The[atreJ Ital[ien] le 4 Mars 1743 La 

^ CEuvres, ed cit ix, p 29 
* Gp the words of Oro^ in Act ui, sc ii 

‘ Du Giel, quand il le faut, la justice supreme 
Suspend I’crdre ^temel ^tabli par lui-m6me 
II permet h la mort d’mterrompre ses loix, 

Pour I’effroi de la Terre, et Texemple des Rois * 

® (EuvreSy ed at ix, p 30 * See below, pp 467 f 

® An account of Nanine in Gottsched’s Never Buchersaal (x (1), 1750, pp 72 ff) 
contains the statement "£s 1st namlich die Geschichte der Panula, doch so sehr 
ins Kurze gebracht, als es der sehr eingeschranicte Raum von dreycn Aufzugen 
erheischet hat* (p 72) But Voltaire’s play has little in common with Pamela apart 
from the difference m rank between Namne and the Comte d’Olban 

RL 


15 
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seconde, de Nivelle de la Ghausste, en 5 Ac[tes] en vers, repr^sentie 
unc seule fois k la Gomddie Fraii[5ai9e] le 6 D6ce[mbrc] 174,3, et qui 
n’est pas impntn^e The remainder of St xxi, which is derived 
from Voltaire himself, concerns, not Namne, but the ‘com^dic lar- 
moyante’ in genera], its place is consequently in another section of 
this volume ® Lessing has no criticism of his own to offer of the play, 
nor does he mention the translation 

Voltaire’s comedy. Die Frau, welche Recht hat, was played late in 
the period covered by the Dramatwrgte , and Lessing dismisses it bnefly 
(lAXxm, 103) as a play without characters and interest, but with 
comic situations arising from false recogmtions and misunderstandings 
In view of the foreignness of the customs and the wretchedness of the 
translation, Lessing finds Voltaire’s ‘mot pour nre’ for the most part 
mcomprehensible In Lens {op. at p 189) Lessing found only the 
meagre statement ‘C'om[ddie] en pro[se] par M de Voltaire, im- 
primee en 1 760 ’ 

The most modern of Voltaire’s plays to be produced in Hamburg 
was Das Cqffeehaus (xii, 64) The author had endeavoured to hood- 
wink the pubhc about the origin of the play, in the original preface 
to L’Dcossaise^ he had informed his readers ‘ La Comedie dont nous 
presentons la traduction aux amateurs de la litterature, est de Mon- 
sieur Hume, pasteur de I’Eghse d’Edimbourg, ddja connu par deux 
belles tragedies, joudes a Londres ’ And in the introductory letter to 
‘Messieurs les Parisiens’ he quotes a letter from ‘Mr Hume’ and 
cites the Journal encyclopddique of April, 1758 (iii, p 137) to the effect 
that ‘ L’auteur de Douglas est le mimstre Hume, parent du fameux 
David Hume, si cdlebre [par son esprit et] par son impidte The 
author of Douglas was, of coune, John Home, and he was not related 
to David Hume ® 

1 Lessing makes a casual reference to La Chaussee’s Pamela m St xxi (87) , see 
below, p 229 * See below, pp 395 flF 

‘ Seconde Suite des Melanges de Litldratare, d’Histoire, de Philosophie, etc [Geneva], 
1761, pp 15 f ((Euvres, ed at v (11), pp 15 f) 

* (Euures, ed at v (u), p 8 

• On February ii, 1761, Mendelssohn wrote to Lessing [Schn/ten, xix, p 167) 
‘Das Publikum bestehet noch immer darauf, Voltaire sey der Verfasser des Cqffd, 
so wenig die Anlage des Stucks auch Voltairen ahnlich siehet Meme Freunde 
melden mir aus Hamburg, es batten verschiedene Kaufleute von da, nach England 
geschrieben, und die Urschrift verlangt, man hatte ihnen aber geantwortet, es 
sey kem englisches Stuck unter diesem Nahmen bekannt 1 st das Stuck anders von 
Voltairen, so muss die Luft der republikanischen Freyheit, die er itzc athmec, seme 
ganze Dcnkungsart verandert haben ’ 
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Voltaire himself in his preface suggested a siinilanty (70) with 
Goldom 

LaComddieintituldeZ’^eoiiaiie nousparut un de ces ouvrages quipeuvent 
rdussir dans toutes les langues, parce quc I’auteur peint la nature, qui est 
partout la meme il a la naivetd et la vinti de I’estimable Goldom, avec 
peut-etre plus d’mtrigue, de force, ct d’lnt^rfit ^ 

But there appears to be no ground for Lessing's suggestion (71) that 
Don Marzio in Lm. Bottega del Caffe was the model of Frelon, in whom 
Voltaire attacked the editor of the E C Freron French 

critics point out that Voltaire had already sketched a siimlar figure in 
his comedy L’Envteux (1738, but not printed until 1834) “ It is not 
the character of Frelon, however, Lessing says (83), but that of Free- 
port with his ‘plumpe Edelmuthigkeit’, which would commend the 
play to German audiences Partly in order to disprove Voltaire’s 
statement in his preface, quoted above, Lessing now turns to George 
Colman’s English version of his play and the English criticisms of it ® 
This I deal with in my next chapter, as being of greater interest for 
Lessing’s estimate of the translator * He also mentions here (137) the 
Italian translation which he found in the Biblioteca teatrale italiana of 
Ottaviano Diodati ® It is literal, apart from the fact that the ending 
is altered in the interests of poetic justice, Frelon receiving the 
punishment which Voltaire pretends he had received in his ‘Enghsh 
original ’ 

Nous avouons en meme temps que nous avons cru, par le conseil des 
hommes les plus 6clair6s, devoir retrancher quelque chose du rolle de 
Frelon, qm paraissait encor dans les derniers Actes il ^tait puni, comme de 
raison, k la fin de la piice, mais cette justice qu’on lui rendait, semblait 
meler un peu de froideur au vif int^rSt qui entrame I’csprit vers le denoue- 
ment * 

Voltaire’s chief rival in the theatre. Prosper Jolyot de Crebillon, 
whom Lessing had treated with great respect in his Theatralische 

1 (Euvres^ ed cit v (h), p 15 

* See Bengesco, op cit 1, pp 32 f 

® Schroter and Thiele {Lessings Hamburgische Dramaturgie, ed cit p 74) point out 
that Lessing is wrong (xn, 107) in asserting that it is Lord Falbndge to whom 
Monrose owes his pardon, it is Murray 

* See beloyy, pp 257 f 

® Vol 1 (1762), pp 180 fF Sec below, p 279 

® (EuvreSt ed at v (11), p 16 
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Bibbothek, is only mentioned twice m the Dramaturgie (lxxiv, 44 — 
‘CrebiUon der Schreckhche ’’ — ^and lxxxi, 138) The Cr^biUon 
mentioned in xx (120) is the son, Claude Prosper Jolyot de Crdbillon, 
the author of Le Sopha ( 1745 ) and other novels 

C F P DE SAINT-FOIX, CfiROU 
AND TH L’AFFICHARD 

Lessing has naturally little or no cnticism to offer of the two one-act 
pieces by Saint-F oix, Der Finanzpachter (xx, 139) — ‘ Nie hat ein Dichter 
ein kleineres niedlicheres Ganze zu machen gewusst’ ( 143 ) — and Das 
Orakel (lxxih, 12) , for both had long been familiar on the German 
stage The litde play by Cerou (or Seron), Der Ltebhaber als Schnft- 
steller und Bedienler (xiv, 83), is described by Lens [op at p 21) as a 
‘johe Com[^die] en un Acte en prose, par M Cdrou® lors etudiant en 
Droit, jouee aux Italiens le 8 F^v[ner] 1740, avec succes’ Lessing 
praises its high comic merit, both in situation and action L’ Affichard’s 
1 st er von Familie^ (xvii, 46 ) is only cnticised in respect of its title, 
which Lessing finds somewhat misleading 


P C NIVELLE DE LA CHAUSSEE 

Concermng Nivelle de la Chaussee’s Melamde (viii, 4) Lessing found 
in Lens, besides the date [op at p 290) the comment ‘ On pretend 
qu’elle est tir^e du Roman intitule Mademoiselle de Bontems What 
he has to say, however, does not concern the play itself, but ‘weiner- 
liche Komodie ’ in general * That the situation of Act m, sc u, where 
Rosalie endeavours to convince her lover, Darviane, of her want of 
love for him, should appeal especially to the author of Minna von 
Bamhelm (viii, ig), might be expected For the rest, Lessing discusses 
the translation, which he considers infimtely better than the Itahan 
one in Diodati’s Biblioteca teatrale ® The comparison which he institutes 
between Die Mutterschule of Nivelle de la Chaussde, performed on 

^ Cp Theatralische BMwtkek, u, p 117, Schriften, vi, p 233 ‘So wie ihnen 
Corneille der grosse [cp xxxvi, 86, lxxxi, 76] Voltaire der prachtige 
hcisst so heisst ihnen Crebillon der schreckliche ’ 

* For the variant forms of the author’s name see above, p 67 
“ The novel was by T S Gueullette (Pans, 1736), but it does got appear to 
have been La Chausste’s source (Cp Schroter and Thiele, ed at p 47 ) 

‘ See below, pp 395 ff ® See below, p 279 
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May 29, and the play of the same title by Marivaux (xxi, 5) was 
suggested in the comment of Ldns {op cit p 158) 

L'Ecole des Meres Nous avons deux Com[6dies] sous ce litre, la premiere, 
de M de Marivaux, en un Ac[te] en pro[se] smvie d’un Div[ertissement] 
joude au Th^[atre] Ital[ien] le q6 Juillet 1732, et la seconde en 5 Ac[tes] 
en vers libres, par Nivelle de La Chauss^e, representde pour la premiere 
fois a la Gomddie Fran[9ai3e] le 27 Avril 1744, et c0ntinu6e avec beaucoup 
de succ^s 

Lessing refers also, but only in passing, to La Chaussde’s Pamela (xxi, 

87) 

J B L CRESSET 

On Cresset’s Sidnei (xvn, 2) Lessing had again recourse to the work of 
L6ns, where he found {op cit p 405) 

Sidney, Cflm[edie] de M Cresset, en vers et en 3 Ac[te5], donn^e au 
Th6[itre] Fran[9ais] le 3 Mai 1745 Cette piece, malgrd le sublime qu’on 
y trouve, et sa versification coulante et chatide, n’eut pas i Pans tout le 
succes qu’elle eut pu avoir k Londres, le hiros de la piece 6tant un Seigneur 
Anglois digout^ de la vie, et qui veut y renoncer volontairement 

Lessing, however, rightly thinks that the English would find the 
play un-English The Germans are not so sensitive, but he takes 
exception to Cresset’s concession to etiquette (in Act ni, sc v) in not 
mentioning first the servant who hcis saved his hero’s life The latter, 
he considers, philosophises too much before he takes the poison, and 
too little after His penitence is cowardice, and he is altogether too 
much at the mercy of his servant (10) 


F H DE CRAFICNY 

In the case of the first performance of Madame de Grafigny’s C^ie 
(xx, 2) — ‘dieses vortreffliche Stuck’ — Lessing is concerned with the 
merit, or lack of merit, of the translation Fourteen years before, he 
had reviewed Frau Gottsched’s version in the Berlinische pnotlegirte 
Zeitung (May 24, 1753), and on that occasion favourably ^ 

Cenie 1st ein Meistcrstuck in dem Ceschmacke der weinerlichen Lust- 
spiele Die Kunstnchter mogen wider diese Art dramatischer Stucke 
einwenden was sie wollen, das Gefuhl der Leser und Zuschauer wird sie 

^ Schnften, v, pp i 68 f Petersen {ed at p 202) expresses doubts as to Lessing’s 
authorship of this review 
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allezeit vertheidigen, wenn ihre Verfasser anders das sanftere MitleideH 
eben so gcschickt zu erwecken wissen, als die Frau von Grafigny. Sie hat 
an der Frau Gottschedin die wurdigste Ubersetzennn gefundcn, wed nur 
dicjcnigen zartliche Gedankcn zartlich verdollmetschen konnen, welche 
sie selbst gedacht zu haben fahig smd Ihre Ubersetzung war m Wien sehr 
fehlerhaft abgedruckt worden, und es 1st ein Gluck, dass die Fr Professonn 
bose warden kann, sonst wurden wir diesen nchtigem Abdruck nicht 
erhalten haben 

But between 1753 and 1767 Lessing’s attitude to Gottsched changed 
from discipleship to open hostility, and he could now afford to be 
cntical of the ‘ gelehrte Freundinn ’ He withdraws the very moderate 
praise he had bestowed on her translation of Destouches (xm, 20), 
and condemns unsparingly that of Cinie (xx, 9 ff ) ' 

He shows how in her prosaic literalness she misses entirely the 
feeling of the original , as for example when she translates ‘J’en jouirai, 
je vous rendrai tous heureux’ (Act i, sc m) by ‘Alsdcnn werde ich 
meiner Outer erst recht geniessen, wenn ich euch beide dadurch 
werde glUcklich gemacht haben’, when it should have been ‘Ich 
will ihrer geniessen, ich will euch alle glucklich machen ’ The language 
of the heart which is to be heard in the original is drowned in Frau 
Gottsched’s deluge of words Particularly witty is his sally against her 
‘ ugly ceremonial tone ’ her translation of ‘ ma mere ’ by ‘ Frau Mutter ’, 
of ‘ son pere ’ by ‘ sein gnadiger Herr V ater ’ ‘ , F rau Mutter ' o welch 
ein susser Name • “ ( ‘ Ma mere ' que ce nom est doux ' ’ Act iv. Sc 111 ] 
Der Name Mutter 1st suss, aber Frau Mutter 1st wahrer Homg nut 
Citronensaft ' ’ (54) ^ On the occasion of the second performance 
(July 10) Lessing discusses the question of Madame de Grafigny’s 

^ A criticism of an English version of Ceme appeared m the Journal itranger for 
May, 1755 critic there says of the original (pp 142 f ) ^On y a fort admir^ 
Tel^gance et la puret^ du stile Ic sentiment, la diction, Inaction cxccllente ont 
assur6 et soutenu le succ^s de la Pi^ce ’ But he adds ‘On ne voit, dans I’original, 
ni le genre d ’esprit, ni Pesp^ce de ridicule, ni la variety de caract^res qui constitue 
[une Comidie] ’ 

® This sally of Lessing’s was perhaps a reminiscence of a passage in Diderot’s 
Dg la poisie dramatique {CEuvres Computes, ed J Assezat, Pans, 1875-77, vu> P 37^^ 
in Lessing’s translation, 11, p 420) ‘Quelle sera done la rcssource d’un poete, chez 
un peuple dont les mceurs sont faibles, petitcs et mamdr^es, ou limitation ngoureuse 
des conversations nc formerait qu’un tissu d’expressions fausses, insens^es et basses, 
oh il n’y a plus m franchise, ni bonhomie, oh un p^re appclle son fils monsieur, et 
oh une mfere appelle sa fille mademoiselle, ou les ceremonies publiques n’ont rien 
d’auguste, la conduite domcstique, nen de touchant et d’honnfetc, les actes 
solenncls, nen de vrai?* 
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authorship of the play (lui, 3 ff). This had been denied m Ghcvner’s 
Observateur des Spectacles, in a passage which Lessing quotes from vol i, 
p 2 1 1 The onginal is as follows 

Cenie annonc6 sous Ic nom de Madame de Graffigm est de I’Ablx^ de 
V****, elle fut d’abord faitte en vers, mais comme Madame de GrafRgny 
qui ne s’avisa qu’a 54 ans^ de vouloir jouer I’Auteur, n’avoit jamais fait un 
vers, on mit Ceme en Prose mais 1 ’ Auteur y a laiss6 8i vers qui y existent 
dans leur entier 

Again, the statement ‘ Chevner hat mehr solche verkleinerhche ge- 
heime Nachrichten’, etc (cm, 51) is based on the following passage: 

Avant de donner les Couplets que nous annon^ons, il est a propos de 
remarquer que la Demoiselle Favarfl qui sait a peine lire, a la manie de 
vouloir tenir un rang parmi nos femmes Auteurs, I’Abb^ de Votsenon digne 
prttre qui jouit d’une abbaye considerable, se dispense de dire la messe et 
fait de jobs vers, s’est offert pour fitre le teintuner de la Demoiselle Favart 
et mfime de son sombre man sur les pieces duquel iljette la pohssotre, I’Opcra 
Comique d’ Annette et Lubin* partant de la mfime manufacture, un plaisant 
a fait les cinq couplets suivans qui courent manuscnts dans tout Pans * 

What charactenstics has Cinte that would tempt us to regard it as 
not the work of a woman ^ Here Lessing quotes from two notes to 
Rousseau’s Lettre d M d’ Alembert (Amsterdam, 1758, pp 193 and 78 
of the first edition) The first of these is 

Les femmes, en general, n’aiment aucun art, ne se connoissent k aucun, 
et n’ont aucun gime Elies peuvent r^ussir aux petits ouvrages qui ne 
demandent que de la legeret^ d’espnt, du gout, et de la grace, quelquefois 
mSme de la philosophic et du raisonnement Elies peuvent acqu^rir de la 
science, de l’6rudition, des talens, et tout cc qui s’acquiert i force de travail 
Mais ce feu celeste qui ^chauffe et embrase I’ame, ce g6me qui consume 

^ Mad de Grafigny, bom in 1 695, published Cinie in 1 750 (cp G Noel, Madame 
de Grafigny (1695-1758), Pans, 1913, pp 7, 243 ff), Lessing repeats Ghevner’s 
statement 

“ Mane Justine Benoite La Favart, the wife of the dramatist (1727-72) 

“ Annette et Lubm was produced on February 15, 1762 (Lins, op cit p 43) 
Chevner discusses this work at the beginning of the second volume, criticising its 
style as bemg too elegant and mentioning the Abb6 de Voisenon as its author (11, 
P 8) 

• Vol 11, p 91 The couplets are entitled Chanson sur les Auteur [jic] d'ANNETTE 
ET LUBlN (pp 92 f ) Lessing’s reference to 'die Gassenhauer in der franzosischen 
Gcschichte* (lih, 56) may be compared to the statement in the ‘Rettung’ of 
CochlacuB ‘ er sagte, die Reformation sey in dem liederreichen Frankreich 
daj Work ernes Gassenhauers gewesen * {Scknften, v, p 366) 
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ct diivore, cette brulante Eloquence, ces transports sublimes qui portent 
leurs ravissemens jusqu’au fond des coeurs, manqueront toujours aux dents 
des femmes 

And the second. 

Ce n’est point par dtourdene queje cite Cime en cct endroit, quoique cette 
charmante Piece soit I’ouvrage d’une femme, car, cherchant la vdntd de 
bonne foi, je ne sais point ddguiser ce qui fait centre mon sentiment, et ce 
n’est pas i une femme, mais aux femmes que jc refuse les talens des hommes 
J’honore d’autant plus volontiers ceux de I’auteur de Cime en particulier, 
qu’ayant k me plamdre de ses discours, je lui rends un hommage pur et 
ddsmtdressd, comme tous les eloges sortis de ma plume 


DENIS DIDEROT 

• 

None of the many gaps in the dramatic criticism of the Hamburgische 
Dramaturgie is more to be regretted than the omission of any estimate 
of Diderot as a dramatic writer, for no German critic was better 
qualified than Lessing, who had virtually introduced him to his 
countrymen, to speak of him with sympathy and understanding But 
Der Hautvater was produced at a time when Lessing had been long 
ahenated from the Hamburg theatre, and he employs the occasion 
provided by the performance of that play (lxxxtv, i) to discuss mainly 
questions of dramatic theory 

As in the preface to the second edition of his translation of Diderot 
Lessing had said ‘ Diderot scheint uberhaupt auf das deutsche Theater 
weit mehr Einfluss gehabt zu haben, als auf das Theater seines eigenen 
Volks ’,1 so now (lxxxiv, 4) he repeats that Le Fire de famille had been 
played ‘kaum ein oder zweymaT m France As a matter of fact, 
however, it had not been quite so unsuccessful After being produced 
at Marseilles in 1760, it was played at the Comedie fran^aise on 
February 18, 1761, and repeated seven times, the performance being 
only interrupted by the Easter vacation ^ 

Lessing has more to say in criticism of Le Fils naturel, which was not 
performed in Hamburg in his time, than of Le Fere de famille He 
considers that Diderot’s demand for naturalism in the drama is by 

' Scknften, viii, p 288 

' Diderot, (Euvres computes, ed ctl vii, pp lyif Leasing wrote on January 
■ 3 i 17711 to Eva Koiug in Vienna (Schnfien, xvii, p 369) ‘Veraaumen Sie es doch 
aber ja nicht, ihm [Sonnenfels] semen Willcn zu thun und den Hausvater zu sehen 
Ich bin sehr begieng zu wissen, ob er in Wien besser gespielt wird, als wir ihn in 
Hamburg gesehen haben ’ 
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no means fulfilled in Le Ftls naturel; there is (lxxxv, 126) too much 
uniformity m the characters, too much ‘Romantischc’, the dialogue 
IS stiff and affected, a pedantic jumble of new-fangled philosophical 
sentences Especially the solemn Theresia (or Constantia as she is 
called in the original),^ who goes about even her wooing so philo- 
sophically, and speaks so wisely of virtuous children with the man who 
does not care for her, gives the cntics ample scope for mockery This 
scene (Act rv, sc 111) had indeed been held up to ridicule by Palissot 
de Montenoy 

Ou sommes-nous, Madame^ Que deviennent les biens6ances^ Voil^i 
done le langage philosophique que doit parler I’amour sur nos Theatres 
C’est I’amour envisage comme le besom de multiplier I’espdce, mis sur la 
Sefene, comme il est peint dans le Tableau de V Amour conjugal Oui, Madame, 
et c’est encore une des singularity bnllantes de cet Ouvrage ® 

With this might be compared a criticism of Le Ftls naturel which 
appeared in the Bibhoihek der schonen Wissenschaften (but which is 
largely drawn from Pahssot) 

Die Charaktere sind alle von einer Art Alle sind die ehrhehsten Leute 
von der Welt Alle, so gar die Bedienten, sind Philosophen, und die 
Frauenzimmersindsometaphysisch,alsdieMannspersonen . Constance 
1st vollends auf dem Theater unleidlich Ihre lange melaphysische Liebes- 
erklarung macht sie lacherlich Ihr Streit nut dem Dorval, den sie nicht 
heirathen will, macht sie verachthch und welche Comodiantinn wurde 
auf dem Theater, ohne ausgelacht zu werden, ihren Geliebten nut der 
Hoffnung unterhalten konnen, dass die Kinder, die sie bald mit emander 
zeugen warden, allerliebst seyn warden^ Alles hat in diesem Stucke den 
metaphysischen Ton, den Ton der Zeit, die Schreibart 1st oft gekunstelt, 
die Gedanken, so schon und fein sie oft sind, sind eben so monotomsch, als 
die Charakter ’ 

* Why Lessing changed the name of the heroine from Constantia to Theresia 
is not clear 

“ Petites Uttres sur de grands philosophes. Pans, 1757, p 54 [TIMtre et Qsmires 
diverses, London (Pans), 1763, 11, p 141, on Lessing’s use of this edition see below, 
p 411 ) la Le Fils naturel, Act rv, sc 111, Constance says ‘Dorval, vos enfants ne 
sont point destines k tomber dans le chaos que vous redoutez Ils passeront sous 
VOS yeux les premieres armies de leur vie, et e’en est assez pour vous repondre de 
celles qui suivront Ils apprendront de vous h penser comme vous Vos passions, 
vos gohts, VOS id6es passeront en eux Ils tiendront de vous ces notions si justes 
que vous avez de la grandeur et de la bassesse reelles , du bonheur veritable et de 
la misuse apparente II ne dependra que de vous, qu’ils aient une conscience toute 
semblable k la v6tre Ils vous verront agir, ils m’entendront parler quelquefois 
Dorval, vos lilies seront honn€tes et decentes, vos fils seront nobles et fiers Tous vos 
enfants seront charmants ’ 

“ Bibhothek der schonen Wissenschaften, v (u) (1759), pp 253 f 
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A further cnticism by Palissot on which Lessing draws (ucxxvn- 
Lxxxvm, 5) IS the following ( Thidtre et (Euvres dtverses, ed at u, p. 135) • 

Unc des singulant^s de ce chef-d’oeuvre, c’cst son titrc Gela s’appelle 
U Fils Naturel, on ne sait pourquoi Vous contiaissez la marche de la piece 
La condition de Dorval influe-t-elle en rien dans I’ouvrage'’ Y fait-elle un 
dvdnement^ Amene-t-elle une situation^ Foumit-elle, seulement, un 
remplissage^ Non Quel peut done avoir dtd le but de I’Auteur^ De 
renouveler des Grecs deux ou trois reflexions sur I’lnjustice des pr^jug^s de 
naissance^ Mais, qui ne sait que I’homme sage ne compte point parmi les 
vrais biens les hazards de la fortune^ ^ 

Lessing leaves the play in St lxxxvi and turns to Diderot’s 
views on the nature of dramatic characters how far they should be 
typical or individual, and how those of tragedy should differ from 
those of comedy ® 

A note may here be inserted on an anonymous French play, 
L'HumantU ou le Tableau de I’lndigence, to which Lessing refers in St 
xrv (51) It had been produced under Ackermann in 1764 as Die 
Menschlichkeit, oder Schildemngder Durftigkeit, translated byj H Steffens 
It was published under this title at Celle in 1 764 , also ns, Die Menschlich- 
keit oder das Gemalde der Durftigkeit Aus dem Franzosischen ubersetzt 
[N P ], in 1762, and as Die Menschlichkeit, oder das Gemahlde der Armuth 
Einburgerliches Trauerspiel in funf Aufzugen, at Hamburg in 1 764 A 
copy of the 1 762 edition, and one of the Hamburg edition of 1 764, 
which IS a different translation, are in the Hamburg Staats- und 
Universitatsbibliothek The French original was described by L6ris 
[op cit p 728 (Supplement)) as ‘Piece smguliere remplie de 
beaut^s et de situations attendrissantes elle a 6 t 6 impnmee en 1761, 
avec des reflexions sur les spectacles et sur les mceurs, quelque terns 
apres on la joua a Lyon avec de legers changemens, et elle eut un 
grand succes on n’en connoit pas I’Auteur ’ Lessing may have read 
a letter on the French onginal in the Journal en9’<;lo/)e(fi7ue of July 1761 ® 
It was possibly the description of the play here — ‘ un outrage anonyme, 
mais fait, si mon coeur ne me trompe, pour etre avoue par nos plus 
grands ficrivains’ — which induced the editor of the London edition 

‘ The review in the Bibhothsk der schonen Wisseruchaften had repeated (p 253) 
this criticism ‘ Aber wir wissen mcht, warum cs der naturliche Sohn genennt 
werde Dorvals unachte Geburt hat mcht den geringsten Emfluss in die Begeben- 
heiten der Handlung ’ * See below, pp 400 ff 

’ Journal Eniyclopidique, 15, 1761, pp 1381! 
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of Diderot’s works ( 1773 ) to attribute it to that writer (vol v, pp 
344 ff ) It cannot, however, be by him CrousM says [Dramaturgie de 
Hambourg, trad de E de Suckau, Paris, 1869, p 70) ‘L’ auteur de 
cette pi^;ce est Randon, qui a doimd, dans la meme annee (1761), 
ZomiT, “trag^die bourgeoise” Randon est un disciple de Diderot 


C S FAVART 

The performance of Favart’s Soltmann der Zo)eyle on July 3 (xxxin, 2) 
gives Lessing an opportunity to return to a theme which more than 
once had claimed his attention in the Dramaturgie the distinctive 
character of dramatic as compared with narrative presentation ® 
Favart’s comedy is, as Lens had mentioned {op cit p 408), a drama- 
tisS-tion of the second of Marmontel’s Contes Moraux, which it follows 
closely That story, Lessing says (14 ff ), is told with wit, elegance and 
charm, but it is difficult to say why it should be called ‘moral’ It is 
only so in the sense that it is less immoral than the stones of La 
Fontaine or Grecourt After giving us a lively summary of the tale 
(24 ff ) Lessing points out (63) that Marmontel introduces it with 
the reflection ‘ C’est un plaisir de voir les graves Histonens se creuser 
la tete pour trouver de grandes causes aux grands evenemens ’ ,® and 
closes It with the statement ‘Soliman transporte de joie et d’amour, 
vint prendre Roxelane pour la mener a la Mosquee, et il disoit tout 
bas en I’y conduisant Est-il possible qu’un petit nez retroussd 
renverse les loix d’un Empire^’* He had, however (70), a more 
specific moral in view than merely to illustrate the disproportion 
between cause and effect Lessing quotes from the preface, where 
Marmontel says (p 11) 

Je me proposal d’y fairc scntir la folie de ceux qui employent I’autontd 
pour mettre uiie femme k la raison, et je pris pour exemple un Sultan et 
son Esclave, commes [jic] les deux extremums de la domination et de la 
d^pendance 

Lessing found an incentive to make a comparison of Favart’s play 
with its source in an article in the Journal encyclopMique, January 15, 

* Cp Querard, La France LitUtaire, vii (Pans, 1835), p 451, where Randon is 
stated to be the author of both plays (editions dated 1761), but cp also (Euures 
computes de Diderot, ed cit vu, pp 5 f and Petersen, ed cit p 195 

® See below, pp 460 f 

® Contes Moraux, Pans, 1765, 1, p 51 


* Ibid p 84 
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1762 — ^&oni which he quotes in condensed form (xxxm, 107 ff). The 
original is as follows (pp 79 If ) 

Soliman II fut un dcs plus grands Princes de son sidcle Les Turcs n’ont 
point d’Empereur dont la m^moire leur soit plus chfere Ses victoires, ses 
taiens, imlle vertus le rendirent I’objet de la vdn^ration des ennemis mteies 
dont il tnomphoit Ce H^ros si sensible k la gloire, ne put se difendre de 
I’fitre k I’amour Mais dilicat dans ses plaisirs, il sentit mfime au milieu 
de la corruption d’un serrail, que la voluptd est vile sans le sentiment II 
crut I’avoir trouv^ dans Roxelanejeune Italienne, amende au serrail comme 
captive, tendre peut-dtre, mats plus artificieuse encore, ambitieuse ct habile 
dans I’art de faire servir ses plaisirs k sa grandeur A force de feindre le 
sentiment, elle amena le sensible Soliman jusqu’a fouler aux pieds la loi 
de I’Empire qui ddfendoit au Sultan de se marier Elle monta sur le tr6ne 
avec lui, ambition pardonnable si Roxelane ne se fut pas servie de son 
ascendant sur son Amant pour le forcer ^ souiller sa gloire en immolant un 
fils innocent ' e’est cette femme que Mr Marmontel a choisie pour en fiirc 
I’hdroine d’un de ses Contes Mats qu’il I’a changee ' d’abord d’ltalicnne, 
il I’a fait Fran5oise D’une femme artificieuse et jouant le sentiment, il en 
a fait une coquette des cercles de Pans, enfin au lieu d’une ame ddvorde 
d’ambition et capable des coups les plus hardis et les plus noirs piour la 
satisfaire, il lui a donne une tete Idgdre, et un coeur excellent Ces travestis- 
semens sont-ils permis’ Un Poete, un Conteur, quelque licence qu’on leur 
ait donnee, peuvent-ils I’dtendre sur les caraetdres connus^ Maltres de 
changer dans les faits, ont-ils le droit de peindre Luerdee coquette, et 
Socrate galant^ Ce sont des doutes que nous proposons k Mr Marmontel 
lui-mcme Quoiqu’il en soit, le Conte est trds-agrdable, et prdtoit au 
comique Mr Favart I’a apper^u, et s’est empressc de le faire passer sur 
le thdatre Le succes a ete brillant, Les Sultanes applaudies il y a six mois 
^ leur naissance, viennent d’etre reprises, et n’ont rien perdu de leur succes 
th^atral, en paroissant au grand jour de I’lmpression 

Remembermg his previous argument (xxin, 1 18 ff ) that characters 
must be more sacred to the poet than facts, Lessing is not disposed 
(xxxin, 127) toundertakeanydefenceofMarmontel But he observes 
that after all, it is a more pardonable fault (xxxiv, i) not to give 
people in fiction their historical characters than to offend against 
probability in depicting them ^ The character of Marmontel’s Sultan 
is far from being consistent and credible (52 ff) ® Equally lacking is 

* See below, pp 442 ff 

• For the quotation m xxxiv, 56 ff see Marmontel, Contes Moraux, ed at 1, 
pp 51 f ‘Je suis las, dit-il im jour, de ne voir ici que des machines caressantes 
Ces Esclaves me font pitii Leur molle docilite n’a rien de piquant, rien de flateur 
C’est k des coeurs nourris dans le sein de la liberty, qu’il seroit doux de faire aimer 
I’esclavage ’ For 65 ff cp ‘ Soliman qui etoit trop grand homme pour trailer en 
affaire d’dtat la police de ses plaisirs, fut curicux de voir cette jeune iSvaporde’ 
(ittd p 64) 
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the sense of purpose (‘Absicht’) in the characters of Soliman and 
Roxelane (126) And the cntic of the Journal encyclopidique may be 
right (137) m insisting that in these matters Favart is more at fault 
than Marmontel The passage translated by Lessing (140 ff ) is in 
the original (pp 91 f) 

La vraisemblance, indifKrente peut- 4 tre dans un Conte, mais essentielle 
dans un drame, est ici viol^e partout Lc Grand Soliman y joue un role 
assez petit, on a de la peine a ne voir ce Hdros que sous ce point de vue 
Mais le caractfere des Sultans y est encore plus manqu6, on ne reconnoit 
point cette autorit^ absolue devant laquelle tout se tait On pouvoit sans 
doute I’adoucir, mais il ne falloit pas la faire disparoitre entierement Le 
caract^re de Roxelane a fait plaisir k cause du jeu, mais la reflexion lui 
est-elle favorable^ Ce role est-il vraiscmblable^ Ellc parle au Sultan 
comme k un Bourgeois de Paris , elle critique tous ses usages , elle contrcdit 
toi;s ses gouts , elle lui dit des choses tris-dures et souvent tres-offensantes 
Tout cela pourroit peut-fitre se dire, mais il falloit au moms I’adoucir dans 
les termes On est revolt(6 d’entendre une jeune Aventunfere r^genter le 
Grand Soliman, et lui apprendre Part de regner Le trait du mouchoir 
miprisi est trop fort, et celui de la pipe jett^e est insupportable 

In elucidation of the last sentence Lessing refers (xxxv, i ) to the fact 
that these two incidents belong to Favart’s version In Marmontel’s 
tale the Sultan sends a message by Delia, the deposed favourite, to 
Roxelane, inviting her to supper The latter, however, regards the 
invitation as an insult, and demands of the Sultan that Delia shall be 
invited too, to which he agrees She also insists that Deha shall sing 
to them, and presents her with a handkerchief as a compliment from 
the Sultan 

Roxelane parut charmde , elle demanda tout bas un mouchoir ^ Soliman , 
il lui en donna un sans se douter de son dessein Madame, dit-elle k D 61 ia 
en le lui pr^sentant, e’est de la part du Sultan que je vous donne le 
mouchoir, vous I’avez bien mdrit^ ^ 

In the play, on the other hand (Act n, sc xiu — sc xv in the German 
translation), the Sultan grows angry, takes the handkerchief back 
from D 61 ia and gives it to her other rival Elmire The incident of the 
pipe occurs in Act ii, sc lu, where Roxelane seizes the Sultan’s pipe 
from his hand and throws it to the ground 

Lessing has clearly a higher opinion of Favart’s comedy than the 
French reviewer,* indeed, one must add, too high an opimon He 

^ Contes Moraux^ ed cit 1, pp 76 f 

® It IS interesting, however, to compare with Lessing’s opinion of the play here 
his letter of November 29, 1770 to Eva Komg, who was then in Vienna Favart’s 
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clauns the same right which he had claimed for Marmontel, to create 
consistent characters irrespective of the historical setting Here again, 
may we not admit considerable justification for the contrary stand- 
point’ Lessing remarks, in particular, that, while Marmontel is 
content to depict Roxelane as a mere coquette, who tantalises the 
Sultan until she attains her object (xxxv, 24), Favart’s heroine 
‘scheinet die kecke Buhlerinn mehr gespielt zu haben, als zu seyn’, 
and he quotes with approval her confession of love for him at the end 
(Act m, [sc ix] , xxxv, 56 ff ) Apart from the thought which must 
stnke every modem reader, that this is a by no means blameless descent 
into theatrical sentimentality, it is interesting to examine the reasons 
for Lessing’s approval It may merely seem a bid — and from the 
standpoint of the theatre no doubt a justifiable bid — for the audience’s 
sympathy , but Lessing clothes the idea in more philosophical phrase 
It IS the infusion of an element of interest into the character of Roxelane, 
which justifies the reward she receives in being elevated to the rank 
of Sultana Without the happy turn given by Favart at the end, he 
says (xxxvi, i ) her triumph would have been as ludicrous as that of 
a Sena Padrona , Soliman would have been no more than a ‘ klaghcher 
Pimpinello’ and Roxelane a ‘hassliche, verschmitzte Serbinette’,’ so 
too, he adds (15), without some similar concession, the story of Die 
Mainne von Ephesus is impossible on the stage 

Lessing evidently intended to return to this matter in his discussion 
of the representation of the play on August 24 — it may be noted that 
St xxxv IS dated August 28 In his Verzeichmsse der aufgefuhrten Dramen 
he made a note to this effect ‘ N B das Ruckstandige von 36 ’’ And 
in the Entwurfe zu Besprechungei? is the following 

7ite Vorsteliung Soliman der zweyte 

Ob Favart die Veranderung aus kntischen Ursachen gemacht’ Ob er 
es nicht bios gethan, um s Nation zu schmeicheln’ Um seme Franzosin 
mcht allein zum lebhaftesten, witzigsten, unterhaltendsten, sondern auch 

comedy had just been the cause of Sonnenfek’s retirement from the office of censor 
‘Dem Stucke, welches ihm diese kleine Krankung verursacht hat, bm ich selbst 
nicht gut Ich wurde es kaum auf emem deutschen Theater duiden, wenn Roxellane 
auch erne Deutsche ware nun aber gar in der vermeinten Hauptstadt von Deutsch- 
land — derm dafur will Sfonnenfels] Wien mit aller Gewalt gehalten wissen, — den 
Triumph ciner Franzosischen Stumpfnase auf die Buhne zu bnngen, 1st schlechter- 
dmgs unertraglich Ich will auch hoffen, dass es mehr dieser Umstand, ak rlaa 
Schnupftuch oder Spiegel 1st, welcher die Dame oder die Damen in Wien bewogen 
hat, das Stuck verbieten zu lassen’ {Schnften, xvii, p 352) 

'See below, pp 280 f * Scknflat, xv, p 5 1 • /Aid pp 44 f 
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edcistcn und grossmuthigsten Madchen zu machen? Damit man sagen 
musse es 1st wahr, sie 1st ein n^rnsches unbcdachtsamcs Ding, aber doch 
zngleich das bcste Herz? — So wie Boissy, un Franzosen zu London, semen 
Pebtmatre, am Ende doch zu einem jungen Menschen von Ehre macht, 
und dadurch alles das Gute wras die Schilderung seiner Thorheiten stihen 
kbnnte wieder verderbt ^ Marmontel sagt uberhaupt schon von dcr Rolle 
des Petitmaitres (Poetiq Fr T ii, p 395)^ On s’amuse k recopier le 
Petit-Maitre, sur lequel tous les traits du ridicule sont 6puis6s, et dont la 
peinture n’est plus qu’une ecole pour les jeunes gens, qm ont quelque 
disposition i le devemr Die franzosischen dramatischen Dichter uberhaupt 
smd itzt die berechnendsten Schmeichler der Nation Nur durch die 
Eitelkeit derselben bringen sie ihre Vcrsuche in Schutz Beweise hiervon 
an der Belagerung von Calais, und noch neuerlich an — Gleichwohl smd 
wir Deutsche so gutherzige Narren ihnen diese Stucke nachzuspielen, und 
die kahlen Lobeserhebungen der Franzosen auf deutschen Theatern er- 
schallen zu lassen Unmoglich konnen doch bey uns ihre Tragodien von 
def Art gefallen, und ihre Comodien von der Art mussen vollends verun- 
glucken Wir haben kerne Roxelanen, wir haben keine Petitmatres, wo 
sollen unsre Schauspieler die Muster davon gesehen haben Kein Wunder 
also, dass sie diese Rollen allerzeit schlecht spielen Und desto besser ' 

P L B DE BELLOY 

The only quite modern French tragedy which it fell to Lessing to 
criticise was the ^elmire of P L Buyrette de Belloy — ^following the 
error of the playbill, Lessing calls him ‘Du Belloy’ I have been 
unable to discover the source of Lessing’s information about this 
author (xviii, 1 18) Lens notes concerning (op at p 459) that 

It was a ‘ Trag[6die] de M Belloy, donnee au Th6[atre] Fran[5aj.s] 
le 6 Mai 1 762, et qui a eu beaucoup de succes G’est un sujet d’ inven- 
tion, mais extremement bien tissu, bien conduit et meme neuf ’ 
and concerning Titus {ibid p 430) that it was a tragedy ‘donnee le 
28 Fdvner 1759, et qui n’eut que cette representation’ Of the poet 
himself L6ns says (ibid pp 509 f ) ‘II s’etoit destin^ au Barreau que 
le genre dramatique lui a fait abandonner , il est Auteur de la Tragddie 
de Titus et de celle de ^elmire ’ Lessing probably had his informa- 
tion about the esteem and appreciation shown by Calais towards the 

* Boissy’s Le Franpois d Londres was produced in Pans on July 3, 1727 (Ldris, op 
p 2 14) It was translated in the second volume of Schonemann’s Schaubuhne in 

1748 

• For Lessmg’s use of this work, see also below, pp 355, 398, cp also p 371, 
note 4 He appears to have used the edition published at Pans (Lesclapart) in two 
volumes m 1763 
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poet (xvm, 93 ff.) from the Journal encyclopidique of May 15, 1765 
(p 128) * 

Nous avons appns avec la joie la plus vivc, que le Siige de CaliSd-, que M. 
de Bclloy vient de mettre au jour, a 6t6 couronni du succ^ Ic plus ^clatant 
Get Auteur s’est couvert d’unc gloire immortelle, et cette ville a I’avantage 
de la partager avec lui 

Consideration of this patriotic enthusiasm leads Lessing to compare 
his own countrymen unfavourably with the French, and, as we have 
seen, the passage in question was probably also influenced by Klop- 
stock’s visit to Hamburg ® 

In the same journal for July i, 1762 (pp loi ff ), Lessing found a 
review of Zdmire from which he learned that 

Cette Trag6die a eu le succis le plus bnllant Quatorze representations 
eonsdcutives, n’avoient pomt encore sausfait la cunosite, lorsqu’on I’a 
retiree Le sujet de cette piece est entierement d’lmagination (pp 1 22 f ) . 

And at the end of St xviii and in St xix he translates two long 
passages from this review The first of them has more particular 
beanng on historical drama and the relation of tragedy to historical 
fact I deal with it later ^ But the second is a criticism of Zelmire 
Itself It IS as follows (pp 125 ff) 

Un second vice de cette piece, c’est que, comme 1 ’ Auteur en convient, 
Zelmire est une Tragedie d’evenemens Sans vouloir proscnre absolument 
ce genre (car pourquoi diminuer les sources des plaisirs^) Nous ne pouvons 
nous empecher de remarquer qu’if est bien infeneur k celui des Tragedies 
de caracteres, et qu’il demande moms de fecondite et moms de geme, 
malgre les apparences qui semblent decider le contraire D’ailleurs il est 
bien difficile que ces incidens multiplies aient de la vraisemblance, quand 
on les resserre dans un espace de 24 heures, enfin U n’est guferes possible 
que ces situations, si recherchees de nos jours, ces coups de theatre, si cheris 
du Peuple des Spectateurs, puissent jamais faire illusion aux veritables 
Connoisseurs, et Mr de Belloi est fait pour plaire surtout a ceux-ci Mais 
il est inutile de chicanner I’Auteur sur ce pomt On voit bien qu’il s’est 
fait cette observation k lui-meme, et qu’il en a senti la justesse II a tout 
ce qu’il faut pour reussir dans les deux genres, lorsqu’il a prefere le moms 
bon, il est visible qu’il a cru qu’un Commen^ant devoit quelqucs sacrifices 
au gout de la multitude Le plan et la texture m^ntent les plus grands 
61 oges Quelques nombrcux que soient les incidens, ils sont en g6n6ral 
amends naturellement, ils sortent du fond de la premiere situation, et de 


* See also the Jourml emyclopidiqm of March 1, 1765, p 152, and May 15, 1765, 
pp loi f * See above, pp i6o f ® See below, pp 439 f 
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cdui des caract^res Voici cependant quelques endroits qui noua paroissent 
devoir £trc retouches La confidence du Tyran i Rhamnis n’est pas 
sufiisammpnt motiv^e, on ne voit point assez la n6cessitd oil se trouve 
Antenor ae r^v^ler ses crimes L’amv^ d’llus n’est point assez pr^par^e, 
et la conversion de Rhamn^ est trop prompte Jusqu’au moment oii il 
frappe Antenor, on n’a vu en lui qu’un Complice d^cid^ des crimes de son 
Maitre, s’ll a eu un moment de remords, ils ont ^t^ bicntot ^toufiHs, 
Enfin il y a quelquefois de trop petits moyens pour de grandes choses Par 
exemple, on a soin d’avertir que Polidore revenant de la bataille pour se 
cacher dans le tombeau, tourne le dos k Zelmire En effet, s’ll marchoit 
autrement, la Pnneesse le reconnoitroit, ct Ton seroit priv6 de ce beau coup 
de theatre qui frappe si vivement Ics Spectateurs, lorsque cette tendre fille 
livre son p^re k ses Bourreaux Cependant n’6toit-il pas naturel, necessaire 
meme que Polidore, en rentrant dans le tombeau, regardat Zelmire, Im 
fit un signe de douleur, Im dit un mot de desespoir? C’est pourtant sur ce 
coup de theatre, et par consequent sur cette fa^on de marcher de Polidore 
quS sont appuyes les dermers actes Le bdlet d’Azor est du meme genre 
SI le Soldat I’apportoit avec lui des le second acte, comme il le devoit, le 
Tyran etoit demasque, et le drame fim t 

Thus Lessing offers no independent criticism of the play, and is 
apparently satisfied to endorse the judgment of the Journal eruyclo- 
pidique This again is a pity, for, small as we may now-a-days estimate 
the talent of De Belloy to have been, he was undoubtedly symptomatic 
of his time, his work represents a laudable attempt to put new life 
into the alexandrine tragedy, and to carry its development beyond 
the point reached by Voltaire But the interest of Lessing, the trans- 
lator of Diderot, in alexandrine tragedies of any kind was very 
lukewarm 


Largely as the drama of France bulks in the Hamburg repertory 
and in Lessing’s cnticism of that repertory, it can hardly be said that 
his account of it — when considered by itself, as in the preceding 
pages — leaves a very satisfactory impression. He regarded it as his 
chief mission to discredit the type of tragedy which is the particular 
glory of the French seventeenth century, and yet he has nothing to 
say of the greatest of its masters, Racine, his attack is limited to 
a demolition, m the spirit of Voltairean persiflage, of Corneille’s 
Rodogune 

^ Cp also the report of the play from Pans in the Bibliothek der sekonen IVtssen- 
schaftm, ix (i) (1763), pp 135 f, which was printed on the playbill (see above, 

pp 74 f) 

RL 16 
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No sooner had the French seen their theatre nse out of barbarism 
with Corneille ( lxxxi, 39) ^ than they considered it almost perfect , and 
with Racme they beheved it to have attained perfection GomeiUe, 
Lessing asserts (50), did the greater harm and had the most rmnous 
influence on their dramatic poetry For Racine misled only by his 
example, Corneille both by example and precept He was accepted 
as an oracle ‘ Man nenne mir das Stuck des grossen Corneille, welches 
ich mcht besser machen woUte’ (ca-civ, 273) — thus Lessing discredits 
the oracle 

There are French dramas enough, he contends ( lxxxi , 120), which 
fulfil Corneille’s requirements of tragedy, but none which fulfils the 
Aristotelian demand that tragedy should awaken our pity and fear, 
as they are awakened in a number of Greek and English tragedies 
(132) Corneille and Racine, Crebillon and Voltaire, have little or 
nothing of what makes Euripides Eunpides and Shakespeare Sha!ke- 
speare No nation has so deeply misunderstood the rules of ancient 
drama as the French (96 ff ) 

Not only then have the Germans no theatre, but the nation which 
for a hundred years has boasted of possessing the best theatre in 
Europe, has none, certainly no tragic theatre Even Voltaire had 
said 

Dans les beautes frapantes de notre theatre, il y avail un autre d6faut 
cach6, dont on ne s’etait pas apergu, parce que le public ne pouvait pas 
avoir par lui-meme des idies plus fortes que celles de ces grands maitres 
Ce ddfaut ne fut relev^ que par Samt-Evremont , il dit que nos pilces ne font 
pas une impression assez forte, que ce qui doit former la pitie,fait tout au plus de la 
tendresse, que Vimotion tient lieu de saisissement, I’Honnement de Vhorreur, qu'il 
manque d nos sentimens quelque chose d’assez profond II faut avouer que Saint- 
Evremoni a mis le doigt dans la playe secrette du theatre Fran 5 ais on dira 
tant qu’on voudra que Samt-Evremont est I’auteur de la pitoyable comddie 
de Sirpolitik, et de celle des op^ra, que ses petits vers de society sont ce que 

* The phrase, as C B Boxberger has shown {Einzelheiten uber Voltaire bn Lessing, 
ed cit p jl), IS [TomVoltziie’a Vie de Molilre {Contes de Guillaume Vade,ed at p 309) 
‘Pierre Corneille lira le thi&tre de la barbaric et de I’avilissement, vers I'annee 
1630 ’ And Lessing may also have had in mmd the letter of Algarotti prefixed to 
Voltaire’s La A/ort </« CAar ((Eiutm Com^Wfer, Pans, 1877-85, ill, pp 312 ff) (The 
French version of this letter, containing the following passage, which is not m the 
original Italian, appeared for the first time in the ediUon of 1736) ‘Il faudrait 
ignorer qu'il y a une langue fran9aise et un theatre, pour ne pas savoir i quel 
degri de pierfection Corneille et Racine ont porti Part dramatique, il semblait 
qu’apris ces grands hommes il ne restait plus nen k souhaiter, et que tkcher de les 
imiter 6tait tout ce que I’on pouvait faire de mieux ’ (ibid p 31a) 
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nous avons de plus plat en ce genre, que c’^tait un petit faiseur de phrases, 
mais on peut fitre totalemcnt d^pourvu de g6rue, et avoir beaucoup d’espnt 
et de goht Certainement son gout 6tait tr^s-fin, quand il trouvait ainsi la 
raison de la langueur de la plupart de nos pieces II nous a presque toujours 
znanqud un degr^ de chaleur, nous avions tout le reste L’origine de cette 
langueur, de cette faiblesse monotone, venait en partie de ce petit esprit 
de galanterie, si cher alors aux courtisans et aux femmes, qm a transforme 
le theatre en conversations de ClUte Les autres tragedies ^taient quelquefois 
de longs raisonnemens politiques, qui ont gate Sertonus, qui ont rendu Othon 
SI froid, et Surina et Attila si mauvais Mais une autre raison empechait 
encor qu’on ne deployat un grand patetique sur la sc6ne, et que I’action ne 
fut vraiment tragique, c’etait la construction du theatre, et la mesquincrie 
du spectacle Que pouvait-on faire sur une vmgtame de planches chargees 
de spectateurs^ quelle pompe, quel appareil pouvait parler aux yeux^ 
quelle grande action thdatrale pouvait etre execut^e^ quelle liberty pouvait 
avoir Timagmation du poete^ Les pieces devaient etre composdes de longs 
rdcils, c’dtait des conversations, plutot qu’une action Chaque comidien 
voulait briller par un long monologue, ils rebutaient une pidce qm n’en 
avait point Cette forme excluait toute action th6atrale, toutes grandes 
expressions des passions, ces tableaux frappans des infortunes humaines, 
ces traits ternbles et per^ans qm arrachent le coeur, on le touchait, et il 
falait le dechirer ^ 

Lessing’s particular mode of attack thus takes its stand, less on the 
canons of realism and common sense, than on the refutation of the 
supercilious and complacent belief of the French (as expressed, for 
instance, by Voltaire in his Dissertation prefixed to Simiramis) that 
they had enormously improved upon the crudities of Greek drama 
He defends the art of Greek tragedy as a nobler and finer thing than 
the baroque art of French pseudo-classicism In so far Lessing repre- 
sents a healthy reaction — that ‘return to the Greeks’ which, together 
with Wmckelmann, he had the honour of inaugurating in Germany, 
his criticism was thus a factor of the first importance in the literary 
movement of his time This enormous service may outweigh many 
deficiencies , but if we wish to regard the criticism of the Hamburgische 
DramatuTgieirom an absolute standpoint, we must admit thatit does not 
exonerate Lessing from the lack of impersonal fairness and historical 

* Des divers changemens arrives i I'art tragique iii Contes de Guillaume Vadd, ed at 
pp 204 ff The passage in {>t fivremond (which Voltaire does not quote word for 
word) IS to be found in his essay Sur les Auteurs Tragiques (1677, CEuvres, ed R de 
Planhol, Pans, 1927, 1, p igS) , Sir Politick Would-be, ibid 11, pp 22 1 ff , Les Opdra, 
ibid 11, pp 13711 Of the latter there was a German version in Gottsched’s DeutjcAi 
Schaubuhm, ed at 11, pp 77 If 

16-2 
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perspective, of ability to take account of and make the nght allowance 
for the ideals and conventions of a particular age 

On other older wnters, such as Quinault and Regnard, Lessing is 
content to quote French opimon, and of Destouches, Manvaux and 
Nivelle de la Chaussee at a later tune — wnters who had been hving 
influences in his own expenence and might well have tempted him 
to express opinions — he has httle to say of his own. He reserves his 
mam attack for Voltaire, and unfair as may be his bnlliant hoisting 
of Voltaire ‘with his own petard’, when he turns on him that raillery 
which the French poet had, with still greater injustice, turned on the 
Greeks and on Shakespeare, we have to admit that there emerges 
from the pages of his work a dramatic, living image of Voltaire, 
which has something of the virtue of a creation Voltaire stands out 
as the most interesting personality in the pages of the Dramaturgie , 
how far Lessing’s portrait is a true one, how far a caricature inspired 
by personal animosity, the reader will have had little difficulty in 
discerning 

On the quite modern dr.ama of France Lessing’s cnticism is still 
more disappointing For here, too, he had a mission If he believed 
that pseudo-classicism had to go, it was because he saw the salvation 
of the modern drama of Europe in that new art for which Diderot 
had been largely responsible in France But alas, of Diderot, on whom 
no one in Germany was better able to speak with authority than 
Lessing at that time, he has practically nothing to say If only Der 
Hausvater had appeared on the Hamburg repertory at an earlier date. 
It might have been different The one serious modern French tragedy 
which Lessing had occasion to discuss, De Belloy’s ^elmire, did not 
suggest to him the possibility of analysing the movement of ideas in 
France, perhaps, indeed, he was so averse to the alexandrine tragedy 
in any form that he refused to accept such an augury for developments 
in the new generation of French dramatists — or, for that matter, in 
Voltaire himself 

In the end, Lessing was more interested m questions of theory, in 
the techmque of dramatic art, in the relations of different versions of 
the same theme, m translations and adaptations, than in the concrete 
question of the mtnnsic values of individual plays The problem of 
aesthetic value per se was always a subordinate one 



CHAPTER VII 


THE ENGLISH DRAMA 

No play Wtis performed on the Hamburg stage in the period covered 
by Lessing’s Hamburgische Dramaturgie which was not of German or 
French origin Thus the present and succeeding chapters of this part 
are not concerned, as are their predecessors, with actual theatre 
criticism by Lessing; it may be a convemence, however, to the student 
of Lessing’s work to have collected together under the headings of 
English, Italian, Spamsh and Classical drama, such opinions and 
judgments as he expressed on the dramatic writers of these hteratures 

SHAKESPEARE 

On no aspect of Lessing’s critical activity has opinion been so much 
at variance as on his attitude to Shakespeare Among the older cntics 
there was a tendency to lay excessive weight on his significance as a 
prophet of our English poet, this was regarded as the touchstone of 
his fair-mindedness and universality, and the Hamburgische Dramaturgie 
was held up as a imlestone in the appreciation of Shakespeare on the 
continent — as of course in a large measure it was This was the first 
time that a clcissically minded cntic pinmng his faith to Anstotle — no 
irresponsible rebel or unbalanced enthusiast — had broken a lance for 
Shakespeare, Lessing’s defence of the English poet penetrated to circles 
that had hitherto only seen him with Voltairean eyes This was the 
invaluable contribution which Lessing made to the appreciation of 
Shakespeare Nothing that he said made a deeper impression on the 
world than his paradoxical assertion in the Litteraturbriefe (see below, 
p 247, and cp Dramaturgie, lxxxi, 140) that Shakespeare was a more 
faithful observer of the laws of Anstotle than Corneille It was perhaps 
the most widely influential of all Lessing’s critical dogmas , it was the 
greatest argument for the much debated validity of Shakespeare which 
the eighteenth century had to offer, and it enthroned Anstotle as a 
law-giver for all time, and not for Greek drama alone But the mental 
attitude involved in this brave assertion in respect of Shakespeare 
must not be overlooked If Lessing found him worthy of a place 
beside Sophocles, it was because he found it possible to fit him into 
Anstotle’s theoretical conception of tragic poetry, in other words, he 
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would admit Shakespeare to the number of the great immortals 
because he could be proved to be a good Aristotelian, the case is 
not, as we should prefer to put it now-a-days, that Aristotle is a 
universal theorist of tragedy because his definition of it is wide enough 
to include Shakespeare Lessing’s claim for Shakespeare’s essential 
obedience to the Aristotelian law is rather an intuition than a reasoned 
conclusion He is not prepared — even in his discussion of Richard III, 
where the reader most feels the need of it — to defend his view by 
logical argument In the end, we have to accept his belief less as a 
tribute to Aristotle than as a proof of his own sensitive judgment on 
dramatic poetry 

The facts of Lessing’s interest in Shakespeare prior to the Drama- 
tuTgie may be briefly recapitulated here ^ The earliest mention of him 
in Lessing’s writings is to be found m the preface to the Beytrage.zur 
Hutone und Aufnahme des Theaters, where, with obviously no knowledge 
that went beyond the translation of Julius Caesar, by Caspar Wilhelm 
von Borck (1741),^ he brackets Shakespeare with Restoration and 
more recent English dramatists 

Shakespear, Dryden, Wicherley, Vanbrugh, Cibber, Congreve sind 
Dichter, die man fast bey uns nur dem Namen nach kennet, und gleichwohl 
verdienen sie unsere Hochachtung sowohl als die gepriesenen franzosischen 
Dichter Das 1st gewiss, wollte der Deutsche in der dramatischen Poesie 
seinem eignen Naturellc folgen, so wurde unsre Schaubuhne mehr der 
englischen als franzosischen gleichen * 

In the Theatrahsche Bibliothek, as has been seen,* Lessing translated a 
considerable part of Dryden’s Essay of Dramatic Poesy His version 
of the famous passage on Shakespeare is as follows 

Shakespear war von alien neuern, und vielleicht auch alten Dichtern 
derjenige, der den ausgebreitesten, uneingeschranktesten Geist hatte Allc 

’ Cp M Joachimi-Dege, Deutsche ShahespeaTe-Problerm im i8 Jahrhundert und im 
Zeitalter der Rorrumtik, Leipzig, iqoy, pp igff, F Gundolf, Shakespeare und der 
deutsche Geist, Berlin, iqao pp 103 ff , A Bohthngk, Lessing und Shakespeare {Shake- 
speare und unsere Klassiker I), Leipzig, 1909 (unsatisfactory and misleading), F W 
Meisnest, Lessing und Shakespeare in Publications of the Modem Language Association of 
America, xix (1904), pp 234 ff , G Kettner, Lessing und Shakespeare in Neue Jahrbucher 
fur das klassische AUertum, Geschichte und deutsche Literatur und fur Padagogik, xix (1907), 
pp 267 ff 

* Lessmg’s dramatic fragment Samuel Henzi ( 1 749) may show some slight mfluence 
ot Julius Caesar (E Schmidt, Zaumg, 4th cd Berlin, 1923, 1, p 2io,andH Hettner, 
Geschichte der deutschm Literatur im 18 Jahrhimdert, Braunschweig, 1 893—4, ti, p 455, 
suggest that Lessing was influenced rather by Otway’s Venice Preserv’d ) 

• Schnften, iv, pp 52 f See above, pp gSf ‘ See above, pp 113 f 
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Bilder dcr Natur waren ihm stets gegcnwartig, und er schilderte sie nicht 
sowohl muhsam als glucklich, er mag beschreiben was er will, man sicht 
es mcht bloss, man fuhlt es so gar Die ihm Schuld geben, dass es ihm an 
Gelehrsamkeit gefehlt habe, erheben ihn um so vicl mehr, er war gelehrt, 
ohne es geworden zu seyn, er brauchte mcht die Brillen der Bucher, um in 
der Natur zu lesen, er bhckte in sich selbst, und da fand er sie ^ 

The high claim made by Dryden for Shakespeare, and his cntiasm of 
CorneiUe, probably alone emboldened Lessing to wnte the seventeenth 
of the Litteraturbriefe (February 16, 1759) This letter — which antici- 
pated by a year a similar claim for the superiority of Shakespeare to 
Corneille pubhshed in the Journal encyclopidique ^ — is the most danng 
appreciation of Shakespeare to be found in any German writer before 
the ‘Sturm und Drang’ There is, indeed, nothing in Lessing’s later 
writings which goes beyond the claims he makes here 

Wenn man die Meisterstucke des Shakcspear, mit eimgen beschei- 
denen Veranderungen, unsern Deutschen ubersetzt hattc, ich weiss gewiss, 
es wurde von bessern Folgen gewesen seyn, als dass man sie mit dem 
Corneille und Racine so bekannt gemacht hat Auch nach den 
Mustern der Alten die Sache zu entscheiden, ist Shakespear ein weit 
grosserer tragischer Dichter als Corneille, obgleich dieser die Alten sehr 
wohl, und jener fast gar mcht gekannt hat Corneille kommt ihnen in 
der mechanischen Emrichtung, und Shakespear in dem Wesenthchen 
naher Der Englander erreicht den Zweck der Tragodie fast immer, so 
sonderbare und ihm eigene Wege er auch wahlet, und der Franzose 
erreicht ihn fast niemals, ob er gleich die gebahnten Wege der Alten 
betritt ® 

Shakespeare has no place in his controversy with Mendelssohn and 
Nicolai on the nature of tragedy, a controversy which took place at 
a time when Lessing was most actively interested in dramatic theory 
In the Laokoon, however, our poet is quoted to illustrate Lessing’s 
views on the aesthetic use of the ugly and the repulsive * 

It might thus be expected that the Dramaturgie would give Lessing 
his opportunity But what strikes the modern reader is not that he 
takes advantage of this opportunity, but how little he has to say, and 
how much he has left unsaid 

First we may pass in review what the Dramaturgie contains on the 

1 Schriften, vi, p 288 

s ParalUle enlre Shakespear el Corneille traduit de I’Anglois, October 15, 1760, pp 
loo ff 

“ Schnften, viii, p 43 


Schriften, ix, pp 141 ff 
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subject of Shakespeare. Since Lessing’s appeal for a translation of the 
poet in the Litteraturbnefe, this hope had been realised Between 176a 
and 1766 Wieland had pubhshed in eight volumes Shakespears thea- 
tralische Werke (Ziinch, 1762-66, contaming twenty- two plays), and 
in St XV (64), while discussing Zayre, Lessing breaks a lance for 
this translation, which had been badly handled by the critics ^ ‘ Ich 
h^tte grosse Lust, sehr viel Gutes davon zu sagen Nicht, um diesen 
gelehrten Mannern zu widersprechen, nicht, um die Fehler zu ver- 
theidigen, die sie dannn bemerkt haben sondem, well ich glaube, 
dass man von diesen Fehlem kein solches Aufheben hattc machen 
sollen ’ And in St lxex (69 ff ) he quotes a long passage from Wieland’s 
Agathor? in defence of the minghng of the comic and the tragic in 
Shakespeare — this poet who (m Wieland’s words) ‘ unter alien Dich- 
tern seit Homer die Menschen, vom Konige bis zum Bettler, uqd 
von Julius Casar bis zu Jak Falstaff am besten gekannt, und mit einer 
Art von unbegreiflicher Intuition durch und durch gesehen hat’ ® 

' The reviews whicli Lessing had in mind w'ere probably that by Weisse in the 
BMioihek der schonen Wissenschqften, ix (11) (1763), pp 257 ff, and that of vols iv 
and V of the translation m the Allgemetm deuUchi Bibliothek, 1 (1) (1766), p 300, 
possibly also H W von Gerstenberg’s in the Brxtfe ubtr dte Merkwurdigkeiten der 
Ltlieratur, xiv-xviii, in 1766 {Deutsche LitUraturdejJcmale des 18 u ip Jahrhunderts, 
Kxix , see especially pp iioflF and p 166) Cp E Stadler, Wtelands Shakespeare 
(Quellen und Forschungen, cvn), Strassburg, 1910, pp 78 ff Lessing way have been 
thinking of Wieland’s translation when he wrote (xix, 97) of the ‘Zwitterton der 
aus den prosaischen tJbersetzungen enghscher Dichter entstanden 1st, m welchen 
der Gebrauch der kuhnsten Tropen und Figuren, ausser einer gebundenen 
cadensirten Wortfugung, uns an Besoffene denken lasst, die ohne Musik tanzen’ 

• Agalhan, which Lessing describes (utix, 139, 154) as ‘unstreitig unter die 
vortrefflichsten [Werke] unsers Jahrhunderts der erstc und einzige Roman fur 
den denkenden Kopf, von klassischem Geschmacke appeared in two volumes in 
1766-67 His defence of it seems to have been called forth by a review in the 
Deutsche Bibliothek, i (ill) (1768), pp 1 1 ff (see esp pp 45 ff) 

* Wieland wrote in part ironically, perhaps to defend the lack of plan in his 
own novel Lessing might more effecUvely have quoted Gerstenberg’s introduction 
to his translation Die Braut, eine Tragodie, von Beaumont und Fletcher Nebst 
kritischcn und biographischcn Abhandlungen uber die vier grossten Dichter des 
kltem brittischen Theaters, Copienhagen and Leipzig, 1 765, pp i o f ‘ [Der Dichter 
muss] memals bey der Absicht stehen bleiben, das menschliche Leben zu malen, 
sondem es so zu malen, dass der Zuschauer hingenssen werde, zu glauben, er 
sehc das wahre Werk der Natur, mdem die blosse Vorstellung desselben 
alle Wirkungcn auf seine Gesinnungen und Leidenschaften aussert, 
welche die Natur selbst nicht andeis hatte hervorbringen konnen, 
als wofern sie in ein dem Zweeke des Dichters untergeordnetes 
Ganze wkre concentnrt worden Diess heisst das Pathos m einen Plan 
oidnen ' (cp Kettner, Lessing und Shakespeare, pp 280 f ) 
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In St Lxxxi (137) Shakespeare is coupled with the ancients against 
the French dramatists ‘ihr Corneille und Racine, ihr Crebillon und 
Voltaire [haben] von dem wenig oder gar mchts, was den Sophokles 
zum Sophokles, den Eunpides zum Euripides, den Shakespear 
zum Shakespear macht Later on (xcin, 115 ff), Lessing quotes 
in translation a passage from Hurd in praise of the powerfully 
drawn characters of Shakespeare’s comedies® — in which, for the rest, 
he seems to have taken small interest 

The one play of the Hamburg repertory which might have given 
Lessing an opportunity of speaking at length on Shakespeare was 
Weisse’s Richard der Dntte, but there is very httle about Shakespeare’s 
tragedy in his comments, unless we may say that much of Lessing’s 
criticism of Weisse has also relevance to the English dramatist To 
Weisse’s remark m his prefatory note that it might be a merit to 
plagianse Shakespeare,® Lessing retorts (lxxiii, 81 ff) 

Vorausgesetzt, dass man ernes [ein Plagium] an ihm begehen kann 
Aber was man von dem Homer gesagt hat, es lasse sich dem Herkules eher 
seme Keule, als ihm ein Vers abrmgen, das lasst sich vollkommcn auch vom 
Shakespear sagen Auf die geringste von semen Schonheiten ist em StampcI 
gcdruckt, welcher gleich der ganzen Welt zuruft ich bin Shakespears ' 
Und wehe der fremden Schonheit, die das Herz hat, sich neben ihr zu 
stellen ' 

Shakespear will studiert, nicht geplundert seyn Haben wir Geme, so 
muss uns Shakespear das seyn, was dem Landschaftsmahler die Camera 
obscura ist er sehe fleissig hmein, um zu lernen, wie sich die Natur in 
alien Fallen auf Erne Flache projektirct, aber er borge mchts daraus 
Ich wusste auch wirklich m dem ganzen Stucke des Shakespears keme 
einzige Scene, sogar keine einzige Tirade, die Herr Weiss so hattc brauchen 
konnen, wie sie dort ist Alle, auch die kleinsten Theile beym Shakespear, 
Sind nach den grossen Maassen des historischen Schauspiels zugeschnitten, 

1 Young had drawn a parallel between Shakespeare and the ancients, he said 
‘Shakespeare is not their Son but Brother, their Equal, and that in spite of all his 
faults * {Conjectures on Original Composition, m a Utter to the Author of Sir Charles Grandison, 
London, 1 759, p 78 , in the German translation, Gedanken uber die Original- Werke, 
Leipzig, 2nd ed 1761, p 67 ‘ Shakespeare 1st nicht ihr Abkommling, sondern ihr 
Bruder, und bey alien semen Fehlern, dennoch ihnen gleich’) In a comment on 
Euripides in the Philologischer Nachlass Lessmg writes ‘ Man sagt so viel von den 
Fehlern des Shakespear Man nenne mir nur Einen, der diesem das Gewicht halte 
Von Shakespears Fehlern getraue ich mir fast immer einen Grund angeben zu 
konnen Er begeht sie, um die Hauptsache zu befordern, und die Zuschauer desto 
lebhafter zu ruhren ’ [Schriften, xv, p 428) 

‘ The English text of the whole quotation from Hurd will be found below, 
pp 403 ff “ See above, p 152 
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und dieses verhalt sich zu der Tragodie franzosischen Geschmacks, ungefchr 
wic ein weitlauftiges Frescogemahlde^ gegen cin Mimaturbildchcn fur emen 
Ring Was kann man zu dicsem aus jcnem nehmen, als etwa cm Gesicht, 
eine einzelne Figur, hochstens erne kleine Gruppe, die man sodann als 
ein eigenes Ganze ausfuhren muss^ Ebcn so warden aus einzeln Gedanken 
beim Shakespear ganze Scenen, und aus einzeln Scenen ganze Aufzuge 
werden mussen Denn wenn man den Ermel aus dem Kleide eines Riesen 
fur emen Zwerg recht nutzen will, so muss man ihm nicht wieder emen 
Ermel, sondern emen ganzen Rock daraus machen 

And he regrets (i 13) that Weisse had not known Richard III when he 
wrote his own tragedy,® for it would have been a mirror in which to 
see his own faults 

Lessing’s argument here about the impossibility of deriving ad- 
vantage from Shakespeare by imitating him is surely open to question , 
at the least, it is not clear what he exactly means He had obviously 
in mmd, however, the following passage from Mendelssohn’s review 
of Wieland’s Clementina von Porretta in the Litteraturbriefe ® 

Die Emheit der Zeit hat unter dcr Menge von Begebenheiten [in Lear'] 
etwas gelitten, aber wer achtet dieser, wenn das Gemuth ernsthafter 
bcschaftiget, und in bestandigen Leidenschaften herumgetrieben wird’’ 
Ich gieng also zum Shakespear, um mich Raths zu erholen, allem aller 
Muth sank mir, als ich dieses vortrefliche Trauerspiel noch einmal las 
Was hilft mir der Bogendes Ulysses, wenn ichihn nicht spannen kann^ — 
Shakespear 1st der einzige dramatischc Dichter, der es wagen kann, m 
dem Othello die Eifersucht, und in dem Lear die Raserey, in dem 
Angesichte des Zuschauers entstehen, wachsen, und bis auf den Gipfel 
gedeihen zu lassen, ohne sich sogar der Zwischenscenen zu bedienen, um 
dem Fortgange des Affects emen Ruck zu geben, dem der Zuschauer nicht 
mit den Augen folgen kann Wer isl aber kuhn genug einem Herkules 
seme Keule,* oder emem Shakespear seme dramatische Kunstgnffe zu 
entwenden ^ 

1 Kettner {loc ctl p 282) recalls Gerstenberg’s comparison {Brief e uber Merk- 
wurdigkeiten der Litteratur, xviii) Wenn er [der Dichter] seine Charaktere nicht gut 
anzuordnen, ihnen nicht durch die Abstechung erne pittoreske Wirkung zu 
geben wenn er die Geschichte nicht mit den starksten Fresco-Zugen zu treffen 
weiss, wenn die Zeichnung der Umrisse mcht das Leben selbst athmet wie will 
er uns verargen, wenn wir gahnen^’ {Deutsche Litteraturdenkmale^ xxix, p i6o ) 

* See above, p 152 

“ Litteraturbriefe, No cxxiii (Beschluss), August 28, 1760, ed cit vii, pp i3of , 
Gesammelie Schnften, ed cit iv, 2, p 149 

* Tib Cl Donatus in his Vita Virgilii, 64, makes Vergil answer the charge of 
borrowing from Homer with the words ‘Curnon illi quoque eademfurtatentarent^ 
Verum intellecturos facilius esse Herculi clavam, quam Homero vcrsum surripere ’ 
(cp Cosack, 0^ ci( p 340) The passage is quoted m the Bibliothek der schtmen 
Wissenschaften, iv (1) 1758, p 523 
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A penetrating appreciation of Shakespeare is to be found in St. xi 
(76), where the ghost in Voltaire’s SSmiramis is compared with that in 
Hamlet This justification of Shakespeare’s handling of the super- 
natural IS, in fact, one of the most memorable parts of Lessing’s work 
The general aspect of the introduction of the supernatural into 
dramatic poetry I deal with in a later chapter here it is only a 
question of Shakespeare’s employment of it in Hamlet The comparison 
of the ghosts in Simvramu and Hamlet had been suggested by Voltaire 
himself, who had defended his own introduction of one (xi, 5) on the 
ground that all antiquity believed in the existence of ghosts Moreover 
he had said 

Les Anglais ne croyent pas assurement plus que les Romanis aux re- 
venans, cependant ils voyent tous les jours avec plaisir dans la Tragiidie 
A’ Hamlet, I’ombre d’un Roi qui parait sur le Theatre dans une occasion k 
peu pr6s semblable i cellc oil Ton a vu ^ Pans le spectre de Ninas “ 

The companson had been frequently discussed before Lessing’s time 
M C Curtms, for instance, had dealt with it in his Cntische Abhand- 
lungen and Gedichte, Hanover, 1 760, and, like Lessing, had disapproved 
of Voltaire and approved of Shakespeare the ghost in Hamlet, he 
wrote {Abhandlung vom Erkabenen in der Dichtkunst, p 24), ‘hat sonst 
so viele Schonheiten, dass man dem Dichter fur seme Abweichung 
von den gewohnlichen Regeln danket’ 

As will be seen, Lessing’s attitude to the employment of the super- 
natural had probably been influenced by Du Bos “ This source of 
terror and pathos is by no means closed, he says (xi, 44), to the real 
poet, for, however sceptically the ordinary man may express himself 
about ghosts, the seed of a belief in the supernatural is implanted in 
us all We may believe what we like in ordinary life, but the poet 
must have it in his power to make us believe in the theatre what he 
wishes us to believe (76 ff ) 

So ein Dichter ist Shakespear, und Shakespear fast einzig und allein 
Vor seinem Gespenste im Hamlet nchten sich die Haare ru Berge, sie 
mogen ein glaubiges oder unglaubiges Gehirn bedecken Shakespears 
Gespenst kommt wirklich aus jener Welt, so dunkt uns Denn es kommt 
zu der feyerlichen Stunde, in der schaudernden Stille der Nacht, in der 
vollen Begleitung aller der dustern, geheimnissvollen Nebenbegriffe, wenn 
und mit welchen wir, von der Amme an, Gespenster zu erwarten und zu 
denken gewohnt sind Beym Shakespear ist es der einzige Hamlet, mit 

* See below, pp 445 ff 

“ CEuvres, ed cit ix, p 26 See below, p 446 

“ See below, pp 446 f 
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dcm sich das Gespenst einlksst,' in der Scene, wo die Mutter dabcy ist, 
wild es von der Mutter wedcr gesehcn noch geh 6 rt Alle unsere Beobach- 
tung geht also auf ihn, und je mehr Merkmale eines von Schauder und 
Scdireckcn zerrutteten Gemuths wir an ihm entdecken, desto bereitwilliger 
Sind wir, die Erscheinung, welche diese Zerruttung in ihm verursacht, 
fur eben das zu halten, wofur er sie halt Das Gespenst wirket auf uns, 
mehr durch ihn, als durch sich selbst Der Eindruck, den es auf ihn macht, 
gehet in uns uber, und die Wirkung 1st zu augenscheinlich und zu stark, 
als dass wir an der ausserordentlichen Ursache zweifeln sollten 

Again, Lessing no doubt remembered Mendelssohn’s review of J 
Adolf Schlegel’s translation of Batteux in the Litteraturbnefe 

Je grosser die Gewalt 1st, mit welcher der Dichter durch die Poesie in 
unsere Einbildungskraft wurkt, desto mehr ausserliche Action kann er sich 
erlauben, ohne der Poesie Abbruch zu thun, desto mehr muss er anwenden, 
wcnn er die Tauschungen seiner Poesie machtig genug unterstutzen will 
Sie kennen den Shakespear Sie wissen wie eigenmachtig er die Phantasie 
der Zuschauer gleichsam tyrannisirt, und wie leicht er sie, fast spielend, 
aus emer Leidenschaft, aus einer Illusion in die andere wirft Aber wie 
viel Ungereuntheiten, wie viel mit den Rcgeln streitendes ubersiehet man 
ihm auch in dcr ausserlichen Action, und wie werug merkts der Zuschauer, 
dessen ganze Aufmerksamkeit auf einc andere Seite beschaftigct 1st ' Wer 
1st in England noch der incredulus gcwesen, der an der Erscheinung des 
Geists im Hamlet gezweiffelt ha tte^ Wer das Gemuth so zu erhitzen, und in 
einen solchen T aumel von Leidenschaften zu sturzen weis, als S h a k e s p e a r, 
der hat die Achtsamkeit seines Zuschauers gleichsam gefesselt, und kann es 
wagen, vor dessen geblendeten Augen die abendtheurlichstcn Handlungen 
vorgchen zu lassen, ohne zu befahrcn, dass solches den Betrug stohren 
werde Em mcht so grosser Geist aber, der uns auf der Buhne noch Smne 
und Bewusstseyn lasst, 1st alle Augenbhck in Gefahr, Unglaubige anzu- 
treffen * 

In another review — of Klopstock’s Der Tod Adams — Mendelssohn 
refers to the ‘panischen Schrecken, den die Englander dem Geiste 
im Hamlet nachzuruhmen pflegen’ ® Behind these passages stands, 
doubtless, the passage m the Spectator, No xbv, I quote it in Frau 
Gottsched’s translation * 

Die Erscheinung eines Geistes im Hamlet 1st ein Meisterstuck in seiner 
Art, und mit alien Umstandcn begleitet, welche entweder Aufmerksamkeit, 
Oder Grausen hervor bringen konnen Das Gemuth des Zuschauers 1st 
durch die vorhergehenden Reden vortrefflich vorbereitet, dasselbe zu 

* This, of course, is not the case in the opeiung scene 

• LitteraluTb-nefe, No Ixxxiv, February 14, 1760, eif ot v, pp iii f Gesammelte 
Schnftm, ed cit iv, 2, pp 16 f 

“ Btbliolhek der schonen HirrmfcAa/lm, 11 (1) (1757), p 219 (quoted by L Goldstein, 
op cit p i-jd) * Der J^aschauer (2nd ed ), Leipzig, 1750, 1, pp 209 f 
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empfangen Sem stiunmes Bezcigen bey seinem crsten Auftritte ruhrt die 
Einbddungskraft uberaus sehr aber je oftei es hemach wiederkommt, 
desto schrecklicher wird es Wcr kann wohl die Rede, ohne Zittem, lesen, 
womit es derjunge Hamlet anredct Ich finde keinen Fehler in ober- 
wdhnten Kunstgnffen, wenn sie nur geschicUich angebracht werden, und 
von gehorigen Gedanken und Worten begleitet, zum Vorscheine kommen. 

It IS significant that both these discussions of Shakespeare by Lessing 
were to some extent suggested by Mendelssohn, among Lessmg’s 
many intellectual debts to his friend, his sympathetic appreciation of 
Shakespeare may well have been one 

The other references to Shakespeare in the Dramaturgie are slight 
and sporadic In St v (55) Hamlet’s instruction to the actors (Act 
m, sc u ‘ Speak the speech, I pray you,’ etc ) is quoted, apparently 
in Lessing’s own translation ^ The claim is made for Shakespeare (47) 
that he had reflected the more deeply on this art ‘because he had 
much less genius for it ’ “ Rowe, whose biography of Shakespeare 
was used and partly translated by Wieland, seems to have been 
responsible for the opimon that he was an indifferent actor, or 
Lessing may have drawn his mformation from Baker’s Companion to the 
Playhouse ® In St vii (72, 85), Quin’s acting as Falstaff,* and as the 
king in Hamlet, is mentioned, and also Garrick’s performance in 
Hamlet, with a quotation (89) of the famihar passage in Tom Jones 
descriptive of Partridge’s visit to the play ® 

* See below, p 481 

* Pope, in the preface to his edition of Shakespeare, had found a reason for the 
poet’s lapses from good taste m the fact that he was an actor ( Works of Shakespear, 
cd Pope and Warburton, London, 1747, 1, p xxxiv) This preface appeared in 
Wieland’s translation (cp Wulands GesammelU Schriften, ed E Stadler, Abt , 

1 (Berlm, 1909), p 4) 

® [D E Baker], Companion to the Playhouse, London, 1764, 11 (art Shakespeare) 
‘His hrst Admission into the Play-house was suitable to his Appearance, a Stranger, 
and Ignorant of the Art, he was glad to be taken into the Company in a very mean 
Rank, nor did his Performance recommend him to any distinguished Notice 
— The Part of an under Actor neither engaged nor deserved his Attention ’ (See 
also R Farmer, Essay on the Learning <f Shakespeare Cambridge, 1767, p 37, and 
cp Shakespears theatralische Werke in Wielands Gesammelte Schriften, ed cit Abt , 
111, p 563 Petersen (erf cit p 184) also refers to J E Schmidt, Shaiespeares Dramen 
und sem Schauspielerberuf, Berlin, 1914 ) 

* Falstaff IS mentioned again m St lxix, 72 together with Julius Caesar, Othello 
in St utxiv, 123 — both in quotations 

‘ Lessing quotes from the Historie des menscfUicken Herzens, nach den Abwechselungen 
der Tugenden und Las ter in den sonderbaren Begebenheiten Thomas Jones, eines Fundlings, 
Moralisch und satynsch beschrieben Aus dem Englischen Hamburg, 1750-55 
(reprinted 1758-59), Bk xvi, ch v (Ted vi, pp 42 f in ed of 1756-59) There is a 
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In St. XV (29) after quoting Sainte Albme’s statement. ‘Die Liebe 
selbst hat Voltairen die Zayre diktirt’, Lessing contravenes it by 
reference to Romeo and Juliet (see above, p 209) ; and he proceeds 
(48) to compare with its alleged model, Othello Compared with 
Shakespeare’s Moor, he asserts, Voltaire’s hero is but a figure without 
life * 

There is thus no systematic criticism of Shakespeare in the Drama- 
tuTgie, and no comprehensive statement of Lessing’s opinion of him 
But of Shakespeare’s genius Lessing had no doubts, even if he considered 
that genius an untutored one The pnmitivencss of Shakespeare’s art 
was an eighteenth-century dogma beyond which even Lessing could 
not advance But this vety quality made him the more apt an example 
with which to confront the vaunted masters of the modern French 
theatre, who were, in Lessing’s view, far inferior to him in the faithful 
reproduction of nature and life The great virtues of Shakespeare for 
Lessing were his realism — producing a complete illusion m the spec- 
tator — and his power of ‘moving’ us, of fulfilhng the sole end of 
tragedy, which is to arouse ‘Mitleid’, or compassion * 


BEN JONSON 

The only other older English dramatist who receives any attention in 
the Dramaturgic is Ben Jonson, and that chiefly in respect of the 
meaning of the English word ‘humour’ ® In the long extracts trans- 
lated from Hurd (xcii, 35-xcv, 80) mention is made of Every Man out 
of his Humour (xciii, 46 ff ), and this gives Lessing occasion for a note 
of more than a page on the meaning of the title He claims to have 
been the first to render ‘humour’ by ‘Laune’ (93), presumably in 
his translation of Dryden’s Essay of Dramatic Poesy in his Theatrahsche 

reference to ‘der Barbier, Partridge im Tom Jones, wenn er den Hamlet 
zum crstenmale vorstellen sieht/ in the LiCteraturbriefe, No cev, December 24, 1 761, 
ed eit xii, p 347 

^ Lessing may have remembered Gerstenberg’s comparison of Young’s Rfvenge 
with Othello (Briefe uber MerkwuTdigkeiten der Litteratur, xv, ed cit p 115) ‘Young 
betrachtetc die Natur des Eifersuchtigen von einer Seite, von der sie dem Herzen 
Schauder, Entsetzen und Mitleiden abdnngen sollte — Schakespear bemuhte 
sich, ihre feinsten Nuancen zu entwickeln, und ilire verborgenste Mechamk aufzu- 
dcckcn ’ (quoted by Kcttner, loc cit p 287) 

* See Kettner, loc cit p 285 

® Ben Jonson ’s name is also mentioned xv, 135, lix, 119, Randolph's Muses 
Looking’Glasse is referred to in xciii, 79 (in a quotation from Hurd) On Daniel's 
PhilotaSj see below, p 263 
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Bibliothek. ‘Ich ennnere zugleich, dass ich Humor, wo ich das Wort 
Ubersetzen will, durch Laune gebe, well ich mcht glaube, dass man 
em bequemers in der ganzen deutschen Sprache linden wird ’ ^ He 
now withdraws this rendering as inadequate ‘Laune’ can become 
‘Humor’, except, however, m this particular case, ‘humour’ is 
never ‘Laune’ He had been misled (xcin, 99) by the fact that the 
French ‘humeur’ was rendered by ‘Laune’ In Voltaire’s ‘Lettre a 
Mr I’Abb^ d’Ohvet’ of August 20, 1761, published in the Journal 
encyclopidique of October i of the same year, he no doubt read the 
following ptissage (pp ii6f) 

Ils [les Anglais] out un terme pour signifier cette plaisanterie, ce vrai 
comique, cette gaite, cette urbamt^, ces saillies, qui echappent k un homme 
sans qu’il s’en doute, et ils rendent cette td^e par le mot humeur, humour, 
qu’ils prononcent ^umor, ils croyent qu’ils ont seuls cette humeur, et que 
les autres Nations n’ont point de terme pour expnmer ce caractfere d’esprit * 

Jonson’s two plays. Every Man in his Humour and Eveiy Man out of his 
Humour, which Lessing evidently had before him, drew his attention 
to the different sigmficance of the word, and he quotes hnes 1 1 1-20 
from the Induction to the latter (52 ff) ‘I have’, he says (89), ‘in- 
dustriously collected examples which I should like to be able to 
arrange m order, simply to correct an error which has become fairly 
general ’ Of this collection we have no trace, however, except a 
single note on Xenophon’s Cyropadia in his Philologischer Nachlass 

Der Charakter des Artabazus hat mich mcht wenig befremdet, weil ich 
mir nichts wemger vermuthetc, als bey einem Alten einen Charakter 
anzutreffen, der vollkommen das Individuclle hat, was die Englander 
Humor nennen * 

The chief English source of Lessing’s remarks (63 ff ) on humour as 
‘affectation’, on the impossibihty of true humour as a subject of 
comedy, on the absence of any trace of ‘humour’ in classical drama 
(although it is present now and then in the ancient historians and 
orators, when historical truth or the explanation of a certain fact 
demands this exact description koB’ eKtsarov (84 ff ) ) , would seem to 
be Dryden * 

1 Theatraluche Bibliothek, iv, p 122, Schriften, vi, p 291 

* V oltaire’s interest in the word was probably awakened by the Abb6 le Blanc’s 
Lettres d'un Franfois, La Haye, 1 745 (see letter xii, vol 1, pp 1 14 ^ ) 

“ Schriften, xv, pp 430 f 

‘ Cp Dryden’s Essay in Lessing's translation {Theatralische Bibliothek, iv, pp 
1 22 ff , Schriften, vi, pp 29 1 ff ) ‘ Die Alten batten in ihren Lustspielen sehr weiug 
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ENGLISH DRAMA AT THE BEGINNING OF 
THE EIGHTEENTH CENTURY 

Lessing had had the intention of dealing with the life of Dryden in 
his Tkeatralische Btbliothek,^ but beyond a few introductory words to 
the Versuch iiber die drarmiische Poesu, this plan did not materialise In 
the Dramaturgie Dryden is mentioned (vn, 126) as a master in the art 
of writing epilogues, and again (xv, 135) as one of the English poets 
who put rhyming verses at the end of their acts His All for Love is 
referred to in the passage which Lessing translates here (96) from 
Voltaire’s second ‘Lettre a M Fakener’, prefixed to his Zayre 

Vous aviez une coutume a laquelle Mr Addisson, le plus sage de vos 
Ecnvains, s'est assem lui-meme, tant I’usage tient heu de raison et de loi 
Cette coutume peu raisonnable dtait de finir chaque Acte par des vers d’un 
gout different du reste de la piece, ct ces vers devaient n^cessairemcnt 
renfermer une comparaison Phidre en sortant du Theatre se comparait 
poetiquement k une biche, Caton k un rocher, CUopatre a des enfans qui 
pleurent jusqu’a ce qu’ils soient endormis 

Le Traducteur de Z‘P>r‘ est le premier qui ait os6 maintemr les droits de 
la Nature contre un gout si dloign^ d’elle II a proscrit cet usage, il a senti 
que la passion doit parler un langage vrai, et que le Poete doit se cacher 
toujours pour ne laisser paraitre que le Heros “ 

In this statement Lessing finds three ‘untruths’ It is true that the 
English poets from Shakespeare on, and perhaps farther back, end 
their blank verse acts with a couple of rhymed lines, but that these 
always contain similes is false Secondly, every act of Hill’s Zflra. ends 
with rhymed verses, although they do not contain sirmles, and lastly, 
there is no evidence that Hill set an example that was followed in 

davon ' , and ‘ Bey den Englandcrn aber 1st es ganz anders, die unter Humor irgend 
eine ausachweifende Gewohnheit, Leidenschaft oder Neigung verstchen, die 
einer Person eigen thumlich 1st, und durch deren Seltsamkeit sie sich sogleich von 
alien ubngen Menschen unterscheidet ’ (pp 122, 123 f, Schnftm, vi, pp 291 f) 

* See above, pp 107, 113 f 

’ (Euvres, ed at viii, pp 21 f The source of Voltaire’s information is unknown 
The plays which he mentions can hardly be other than Phedra and Hippolitus by 
Edmund Smith, Cato by Addison and All for Love by Dryden But if so, the state- 
ment seems only correct of the last Act lu of All far Love closes, as Cosack has 
pointed out {op at p ii i), with the words 

‘ There I till death will ius unkmdness weep, 

As harmless infants moan themselves asleep ’ 

In the other two plays, similes in rhymed verse occur at the end of Acts i, n and m, 
but in no case do they correspond to Voltaire’s description 
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England Where Lessing’s superior knowledge came from it is difficult 
to say , he may have based his statement on the fact that final 
rhymed hnes (but usually more than two) occur in the plays of some 
of the Enghsh dramatists to whom he alludes in the Dramatwrgie — 
Otway, Lee, Addison, Rowe, or James Thomson 

For Addison Lessing expresses a temperate adnuration He is ‘ein 
guter Kopf ’ (xvir, 76) , although not, as Voltaire’s reference to him 
might appear to suggest, the ‘wisest’ of English poets (xv, iia) 
Sagacity, however, Lessing is wilhng to grant him — a sagacity which 
rmght well endear him to the French (xv, 118) It is this quality 
which (in spite of the fact that he is not by nature a dramatist) enables 
him to write plays that have some — though not the highest — dramatic 
virtues (xvii, 76 ff ) But even twenty Addisons, Lessing adds (xvii, 
81), could not make the conventional regularity of French drama 
acceptable to Enghsh taste ‘Begnuge sich damit, wer keine hohere 
Schonheiten kennet ' ’ In the same secUon (xvii, 5 ff ) Lessing begins 
a discussion of Cresset’s Sidnet by objecting to the idea that this piece 
would be more popular in London than in Pans He finds the play 
un-English Sidnei does not act quickly enough, he philosophises too 
much before taking a decisive step, too little afterwards , his remorse 
13 too much like timorousness and that his French servant should so 
mislead him might well be considered a disgrace to him But such 
considerations, Lessing continues, would not affect the reception of 
Sidnei in Germany ‘wir mogen eine Raserey gern mit ein wenig 
Philosophic bemanteln’ (14) 

There are one or two allusions in the DTamaturgu to continental 
criticisms of the mixture of comic and serious elements in English 
drama While Lessing quotes with approval Thomson’s condemna- 
tion of the comic epilogues appended to Enghsh tragedies,* he breaks 
a lance for Banks’s introduction of a box on the ear in Essex, ^ and 
to the imagined reproach ‘wie englisch, wie unanstandig ' ’ he retorts 
by pointing to Le Cid 

In a discussion of Colman’s adaptation of Voltaire’s L’ Ecossaise,^ 
Lessing notes the fact that this adaptation has not enough action to 
please English critics, who prefer Colman’s other plays (xn, 112) 
He IS quick to seize on the differences between English and German 
taste The English favour a complicated plot, Germans prefer a 
simpler dramatic action, which can be grasped more easily, while 

* Sec below, pp 261 f “ See below, pp. 267 f. 

® See below, pp 259 f 

XL 
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the F.nglish have to add episodes to French pieces to maJce them 
acceptable, Germans have to strip EngUsh plays of these. The best 
English comedies, those of a Congreve or a Wycherley — ^it will be 
noticed that Shakespeare (in whose comedies Lessing, like most of his 
contemporaries, took little interest) is not included here — are instanced 
(xii, 131) as plays which would be intolerable on the German stage 
without the excision of their all too luxuriant growths ^ English 
tragedies, on the other hand — and again he is thinking, not of Shake- 
speare, but of The Merchant of London, The Gamester, Venice Preserv'd, 
The Orphan — are not so difficult to accept, they are less complicated, 
and some have been successful in Germany even without alteration 


AARON HILL 

Voltaire’s Zpyre was translated into English by Aaron Hill, ‘himself 
a dramatic poet, not of the worst kind’ (xv, 87) “ The performance 
of this translation at Drury Lane (xvi, i ff ) is discussed by Voltaire 
in his second Leitre d M Fakener 

L’art de d^clamer ^tait chez vous un peu hors de la nature, la plupart 
dc VOS Acteurs tragiques s’cxprimaient souvent plus en Poetes saisis 
d’enthousiasme, qu’en hommes que la passion inspire Beaucoup de 
Com^diens avaient encor outre ce defaut, ils ddclamaient des vers am- 
poules, avec une fureur et une impetuosite, qui cst au beau naturel, ce que 
des convulsions sont i I'^gard d’une demarche noble et aisie ’ 

Voltaire had also referred to the actors at this performance (xvi, 24.) 

Une nouveaute qui va paraitre plus singuliere aux Frangais, c’est qu’un 
Gentilhommc dc votre pays, qui a dc la fortune et de la consideration, n’a 
pas dedaigne de jouer sur votre Theatre le role d’Orosmam C’etait un 
spectacle assez int^ressant de voir les deux prmcipaux personnages remplis, 
I’un par un homme de condition, et I’autre par une jeune Actnce de 
dix-huit ans, qui n’avait pas encor recit6 un vers en sa vie Get exemple 
d’un Citoyen, qui a fait usage de son talent pour la declamation, n’est pas 
le premier parmi vous Tout ce qu’il y a de surprenant en cela, c’est que 

* Lessmg is perhaps thinking here of his own experiments m translating Wycherley 
and Congreve in earlier years, T'he Country Wife and The Double Dealer attracted 
his interest then See E Schmidt, ed cU 1, pp 127 f 

• Aaron Hill (1685-1750) was manager of Drury Lane in 1709 He wrote some 
sixteen plays, of which four were adaptations of tragedies by Voltaire See H L 
Bruce, Voltaire on the Engluh stage, Berkeley, Cal , igiB (Umversity of California 
Publications m Modem Philology, vin, 1), pp 23 ff 

’ CEuvres, ed cit viu, p ig 
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nous nous en 6tonnions Nous devnons faire reflexion, que toutes les choses 
de ce monde dependent de I’usage et de Topinion La Gour dc France a 
dans^ sur le Theatre avec les Acteurs de I’Opera, et on n’a rien trouvi en 
cela d’litrange, sinon que la ntode de ces divertissemens ait fim Pourquoi 
sera-t-il plus ^tonnant de reater que de danser en public? Y a-t-il d’autre 
difference entre ces deux Arts, sinon que I’un est autant aU'dessus de 
I’autre, que les talens oil I’esprit k quelque part sont au-dessus de ceux du 
corps 

Lessing supplements this information (xvi, 6 ff ) by turmng to Hill’s 
Dramatic Works^ London, 1760 ? Here he found (11, p 26) 

Thus, cor^rmed in my sentiments, I ventured on the cast of two capital 
characters, into hands, not disabled, by custom, and obstinate prejudice, 
from pursmng the plain track, of Nature It was easy to induce Osman 
(as he IS a relation of my own, and but too fond of the amusement) to make 
trial, how far his delight, in an art, I shall never allow him to practise, might 
enable him to supply one part of the proof, that, to imitate Nature, we must 
proceed, upon natural principles At the same time, it happened, that Mrs 
Gibber? was, fortunately, inclinable to exert her inimitable talent, in 
additional aid of my purpose, with view to continue the practice of a profession, 
for which, her person, her voice, the unaffected sensibility of her luart, (and, 
her face, so finely dispos’d, for assuming, and expressing, the Passions) have, 
so naturally, qualify’d her 

GEORGE GOLMAN 

Voltaire, as we have seen,^ had given out his Ecossaise as a translation 
from ‘ the English of Hume ’ — not the historian and philosopher, but 
‘ another of this name who had made a name with the tragedy Douglas ’ 
(xii, 66) L’Ecossaise was translated into English in 1760, and again 
in 1767 It was adapted for the English stage, under the title of The 
English Merchant, by George Colmcin the elder (1732-94), whom 
Lessing characterises (go) as ‘unquestionably now their best comic 


^ Ibid pp 20 f Voltaire published m the first edition an Epilre it Mile Gossin, 
a young actress who had represented Zaire with great success 

* Not to the separate edition of The Tragedy of Zura, London, 1 736 This inference 
may be drawn from the four lines which Lessing quotes from Hill’s prologue (xv, 
81), in the original edition the reading is ‘his tragic pile’, not ‘tlus tragic pile' 

“ Mrs Cibber was not, as Lessmg says (xvi, 17), the wife of Colley Cibber, but of 
his son Theophilus It may be added that Hill’s nephew, who played ‘Osman’, 
was severely handled by the critics and abandoned his part to a professional actor 
Cp H L Bruce, op cit p 25 

* See above, p 226 

I 7-2 



26 o Lessing’s Critictsm of the Drama 

poet’ 1 He then turns to Colman’s translation and to the Enghsh 
cnticisms of it, in order to show how indifferently Voltaire had 
succeeded in reproducing Enghsh conditions He quotes (93-11 a) 
arguments drawn from the Monthly Review of March, 1 767 ® 

Monsieur de Voltaire, though he hved some time in England, has forgot, 
or knowingly neglected, our customs, and has introduced hiS Heroine in 
L’Ecossatse, lodging at a Coffee-house There are many other oversights in 
his play, which our English Author has altered with great judgment 
Among the many changes he has made with success, the addition of literary 
conceit, to the pride and insolence of Lady Alton, has raised her character 
to a pitch of ridicule, which is wanted in the original, and naturally accounts 
for the mischievous alliance between her and Spatter The worthy Mrs 
Goodman is very judiciously put in the place of Fabnce, the master of Voltaire’s 
Coffee-house, and her being settled so well, and properly, by the benevolence 
of Freeport, connects and brings together the Dramatis Persorue, much more 
easily and naturally than m the original French [Mr Colman’s] diction 
IS pure, spirited and unaffected, or, in one word, natural, his wit and 
sentiments are always suboidinate to the characters, without which indeed 
both would be impertinent 

Lessing also refers (113) to Colman’s other pieces, of which The 
Jealous Wife ‘ was formerly seen here in the Ackermann theatre’ * 

JAMES THOMSON 

James Thomson, for whose dramatic work Lessing had so strangely 
warm an admiration, receives some attention in connexion with the 
question of prologues and epilogues (vn, 66) In Lessing’s translation 

* Cp Diderot’s comment m his Reflexions sur Tireme ' M Colman, le meilleur 
auteur comique que I’Angleterre ait aujouid’hui, a donni, il y a quelques annies, 
une tres-bonne traduction de Terence’ ((Eumes Computes, ed at v, p 237 There 
would seem to be some confusion as to the date (1762) under which the Reflexions 
are here printed, smce Colman’s translation of Terence appeared m 1765 See 
below, p 319) 

• Vol xxxvi, pp 224 f, 229 

’ The Jealous Wife (1761) was translated by J J C Bode Die afersuchtige 
emLustspielmfunfAufzugen Aus dem Englischen durch S'* • Hamburg, 
1 764 It was produced by Ackermann in Hamburg in 1 765 (F L W Meyer, op at 
11, 2, p 54) and under the present management was revived on September 2, 7, 
November 9, 1768, January 23, and February 28, 1769 Cp J Wihan, J J Ch 
Bode als Vermittler engltscker Geisteswerke in Deutschland (Prager Deutsche Studien, m), 
Prague, igo6, pp 25 ff (where an earlier edition, published at Hamburg in 1762, 
IS mentioned as bemg inaccessible to the author) A copy of the 1 764 edition is in 
the British Museum 



The English Drama 261 

of the Life of Thomson from Th Cibber’s Lives of the Poets of Great 
Britain and Ireland, pubhshed in the Theatralische Bibliothek, there is 
a passage referring to the posthumous production of Thomson’s 
Conolanus^ . 

Der Prologus war von dem Herrn George Lyttleton verferUget 
Worden, und von dem Herrn Q,uin wurde er gehalten, welches emen sehr 
glucklichen Eindruck auf die Zuhorer machte Herr Q,uin war ein 
besond[r]er Freund des Herrn Thomson gewesen, und als er folgende 
Zeilen, die an und fur sich selbst sehr zardich sind, aussprach, stellten sich 
seiner Einbildungskraft auf einmal alle Annehmlichkeiten des mit ihm 
lange gepflogenen Umganges dar, und wahrhafte Thranen flossen uber 
seme Wangen 

He lov’d his friends (forgive this gushing tear 
Alas ' I feel i [nr] am no actor here) 

He lov’d his friends with such a warmth of heart, 

So clear of int’rest, so devoid of art, 

Such generous freedom, such unshaken zeal. 

No words can speak it, but our tears may tell 

This passage seems to have made an impression on Lessing, for he 
returns to it m his preface to the translation of Thomson’s dramas 
published in 1 756 * There is also an apparent echo of it in the Epilogue 
to the opening performance in Hamburg (vi, 132) It might be added 
that Lessing’s discussion of Prologue and Epilogue as they are to be 
found m English plays (vu, 99 ff ) gives the impression of being in the 
mam a deduction from his reading of those attached to Thomson’s 
dramas ^ The reference here (119) is to the sentiments expressed in 
the Epilogue to Agamemnon 

Our bard, to modern epilogue a foe. 

Thinks such mean mirth but deadens generous woe. 

Dispels m idle air the moral sigh, 

And wipes the tender tear from pity’s eye 
No more with social warmth the bosom burns. 

But all th’unfeehng selfish man returns * 

and m that to Tancred and Sigismunda 

Hence with your flippant epilogue, that tries 
To wipe the virtuous tear from British eyes, 

* Theatralische Bibliothek, i, p 112, Schriften, vi, pp 67 f Sec above, pp 1 08 f 

‘ Schriften, vii, pp 70 f 

“ See below, p 464 

‘ James Thomson, IVorks, London, 1750, lu, p 205 
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That dcires my moral, tragic scene profane, 

With strains — at best, unsmtmg, hght and vain 
Hence from the pure unsully’d beams that play 
In yon fair eyes where virtue shines — Away ' ^ 

Lessing’s knowledge of the tragedy Creusa (xlix, 66), by William 
Whitehead (1715-85), which was produced at Drury Lane on Apnl 
20, 1 754, may have come from a criticism and analysis of the play in 
the Monthly Review of May, 1 754 * 

In his prologue mr Whitehead ridicules his good friends the antients, 
and the more modern French poets, for their awkward methods of introducing 
their plays to the audiences, being obliged, either in their prologues, by 
supernatural powers, to let them into the opening of the fable, or by tragic 
relations to a confidante, to repeat a story they were acquainted with 
before 

But there was also a French criticism of the play (including a summary 
of the Prologue) in the Journal itranger of March, 1 755,® and a German 
one, with a summary of the plot, in Das Meueste aus der anmuthigen 
Gelehsamkeit ^ In the Geschuhte der englischen Schaubuhne Nicolai men- 
tions Whithead [tic] among the chief living writers, whom he does 
not discuss ® 


JOHN BANKS 

There remains only to be considered the large section of the Dramaturgie 
devoted to The Unhappy Favourite, or The Earl of Essex, by John Banks, 
and other dramtis on the same theme The discussion, which takes its 
start from Thomas Corneille’s Comte d’ Essex, is not prompted by any 
special admiration for the English play, but rather by a desire to 
show its superiority to the French one 

The discussion is initiated in St liv (4 ff ) 

Da die Englander von je her so gern domes tica facta® auf ihre Buhne 
gebracht haben, so kann man leicht vermuthen, dass es ihnen auch an 

1 Works, ed at iv, pp 201 f • Monthly Review, May, 1754, x, pp 374 ff 

’ Journal itranger, March, 1755, pp 137 ff 

* Das Neueste aus der anmuthigen Gelehrsamkeit, Leipzig, 1 756, 1, pp 34 ff , 11, pp 

1 1 1 ff ® Theatralische Bibhothek, iv, p 49 

• ‘Domestica facta’ is from Horace, De arte poetica, 1 287 

‘Nec minimum meruere decus vestigia Graeca 
Ausi deserere et celebrare domestica facta ’ 

Diere is a note m Lessmg’s Vergeichnisse der aufgejuhrten Dramen {Schnften, xv, p. 5a) 
‘Canut Schlegels Hang domestica facta zu wahlen Hord [nc], p 211, n a86 ’ 
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Trauenpiden ubcr diesen Gegenstand lucht fehlen wird Das alteste ist 
das von Joh Banks, unter dem Titel, der ungluckliche Liebling, Oder Graf 
von Essex Es kam 1682 aufs Theater, und erhielt allgemeinen Beyfall. 
Damals abcr hatten die Franzosen schon drci Essexe des Calprenede von 
1638, des Boyer von 1678, und des jungern Corneille, von eben diesem 
Jahre ^ Wollten mdess die Englander, dass ihnen die Franzosen auch 
hiennn nicht mochten zuvorgekommen seyn, so wurden sie sich vielleicht 
auf Daniels Philotas beziehenkonnen, ein Trauerspiel von i6i i, in welchem 
man die Geschichte und den Charakter des Grafen, unter fremden Namen, 
zu finden glaubte “ 

Banks scheinet keinen von semen franzosischen Vorgangern gekannt zu 
haben Er ist aber einer Novelle gefolgt, die den Titel, Geheime Geschichte 
der Koniginn Elisabeth und des Grafen von Essex, fuhret, wo er den ganzen 
Stoff sich so in die Hande gearbeitet fand, dass er ihn bios zu dialogiren, 
ihm bios die aussere dramatische Form zu ertheilen brauchte “ 

Lessing gives as the source of his knowledge Cibber’s Lives of the 
Poets (London, 1753), vol 1, p 147 Here he found, in the Life of 
Samuel Daniel 

6 The Tragedy of Philotas, 1611, 8 vo It is dedicated to the Prince, 
afterwards King Charles I This play met with some opposition, because 
It was reported that the character of Philotas was drawn for the unfortunate 
earl of Essex, which obliged the author to vindicate himself from this 
charge, in an apology printed at the end of the play, both this play and 
that of Cleopatra, are written after the manner of the ancients, with a 
chorus between each act 

A note which is to be found in Lessing’s Enlwurfe zu Besprechungen may 
have been the basis for the present discussion of Banks 

Von Banks seinem Essex, der von 1682 1st, und also nach des Corneille 
seinem heraus gekommen Er scheint aber das Werk des Franzosen nicht 
gekant zu haben Er hat sich genau an die historischen U mstande gehalten, 
und ob sein Stuck gleich in Ansehung der Einnchtung und des Ausdrukes 

* Lessing’s information concerning the three French Essex dramas comes from 
L^ris (see above, p 182) 

“ There is no foundation for the suggestion that Daniel’s Philotas was based on the 
story of the Earl of Essex Cp R Schiedcrmair, Der Graf wn Essex in der Literatur 
(Diss Munchen), Kaiserslautern, 1908, p 38 

® It might be mentioned that there is a brief note based upon Cibber in Nicolai’s 
Geschichte der englischen Schaubuhne in the Theatralische Bibhothek (iv, p 42) ‘John 
Banks, Verfasser von verschiednen Tragodien, die von keinem grossen poetischen 
Genie zeigen, aber doch nicht selten Thranen erregt haben, welches besonders 
von semem Grafen von Essex und Anna Bullen zu sagen 1st Er lebte noch 
im Jahr 1 706 ’ 
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sehr nuttdin^ig 1st, so hat er doch die Kunst gchabt, sehr mtcressantc 
Situationes anzubnngen, welche gemacht dass sich das Stuck lange auf 
dcm Theater erhalten ^ 

Lessing now proceeds (liv, i8-lv, 41) to give in translation ‘the 
story in which Banks found his matenal so ready to his hand that he 
only needed to turn it into dialogue and give it dramatic form’ He 
found It, as he states in a footnote (liv, 47), m A Companion to the 
Theatre, or a View of our most celebrated Dramatic Pieces in which the Plan, 
Characters and Incidents of each are particularly explained, 2 vols London, 
1 747 (u, pp 99 ff ) I reprint the English original in full 

THE EARL OF ESSEX OR, 

THE UNHAPPY FAVOURITE A TRAGEDY 

BY MR BANKS 

The Author is indebted for the Conduct of this Play to a Novel, intitled. 
The Secret History of Queen Elizabeth and the Earl q/'Essex,* and happy he was 
to have so popular a Subject modell’d to his Hands in that interesting 
Manner we find it 

To heighten our Compassion for the unhappy Earl, and justify the 
Queen’s vehement Affection for him, he is represented as possest of all 
those eminent Qualities which compose a Hero, and to be a faultless 
Character requires only to have had a greater Command over his Passions 
Burleigh, first Minister to the Queen, jealous of her Glory, and envious of 
the Favours heap’d on Essex, is continually labouring to render him 
suspected Sir Walter Raleigh, no less his Enemy, joins his Endeavours for 
the same End, and both are abetted by the malicious Countess of Nottingham, 
who, having been passionately in Love with Essex, and rejected by him, 
seeks to rum what she can’t enjoy The Impetuosity of the Earl’s Temper 
gave them but too great an Opportunity, and they accomplish’d their 
Ends in the following Manner 

A Rebellion breaking out in Ireland, headed by Tyronne, a very valiant 
Man, Essex, as being Lord-Lieutenant of that Kingdom, and Captain- 
General of all her Majesty’s Forces both by Sea and Land, marched with 
a powerful Army against him, after some slight Skirmishes, the Earl’s 

^ Schnften, xv, p 47 

* This novel appeared m London {ca 1650) as Hutory of the most renowned Queen 
Elizabeth and her Great Favourite, the Earl of Essex In two parts a romance In an 
edition of 1689 (Bentley’s Modern Novels, i, 1692) the title is The Secret History of 
the most renowned Queen Elizabeth and the Earl of Essex, by a person of quality See 
R Schiedermair, op at pp 30 ff There were many editions, and the work appeared 
in French in 1678, and in German in 1687, 1731, 1742, 1743 and 1787 Schieder- 
mair compares Banks’s drama briefly with this work, it is evident that Banks drew 
on other sources — e g the novel makes no mention of the historical box on the ear 
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Troops being much harassed, and the Enemy posted very advantageously, 
he yielded to a Parley, which being very private, was represented to the 
Queen as derogatory to her Honour, and as if the Earl was not free from 
some clandestine Designs. Burleigh and Raleigh, with some other Members 
of both Houses, petition her for Leave to impeach him of High Treason, 
which she not only refuses, but is extremely incensed that such a Motion 
has been made, repeats the former Services the Earl has done the Nation, 
and reproaches them with Malice, Envy, and Ingratitude The Earl of 
Southampton, a very sincere friend of Essex, urges every Thing he can in his 
Behalf, and extols the Queen’s Justice in protecting him, so that for that 
Time his Enemies are put to Silence 

The Queen however, not satisfied with his Behaviour, sends Orders to 
him to repair his past Conduct, and not qmt Ireland till the Rebels are 
totally subdued, and all Things quieted, but the Earl hearing of the 
Accusations which had been brought against him, was too impatient to 
be clear’d, and having engaged Tyronne to lay down his Arms, came over 
in spite of the Queen’s positive Command to the contrary His cruel Foes 
rejoiced, all his Friends were alarmed at this imprudent step, the Countess 
of Rutland, to whom he was privately married, trembled for the Consequence ; 
and the Queen herself was beyond Measure afflicted to find that his rash 
Proceeding now left her no Pretence to espouse his Cause, without mam- 
festing a Tenderness which she was desirous of concealing from the whole 
World The Consideration of her Dignity, heighten’d by her native 
Haughtiness, and the secret Love she bears him, occasion cruel Conflicts 
in her Breast, long she debates within herself, whether she shall obey the 
Dictates of the one, and send the audacious Man to the Tower, or comply 
with the soft Impulse of the other, and admit the beloved Criminal to justify 
himself before her The latter, after much Struggling, gets the better, but 
not without some Restrictions , she resolves to see him, but to receive him 
in such a Manner as shall leave him no Room to hope she will easily pardon 
his offences 

Burleigh, Raleigh, and Nottingham are present at this Interview, on the 
latter of which she leans, and seems busy in Discourse, without once looking 
on the Earl, and, after suffering him to kneel some Time, quits the Room, 
sternly commanding all who have Loyalty to follow her, and leave the 
Traitor to himself None dare to disobey, even Southampton goes, but soon 
returns, and, with the disconsolate Rutland, bewail his Misfortunes Im- 
mediately after Burleigh and Raleigh are sent to demand his Staff of Offices, 
which he refuses to resign to any but the Queen herself, and both he and 
Southampton treat those Ministers with Contempt 

The Queen being presendy informed of this Behaviour, is highly incens’d, 
yet still divided in her Though ts , she cannot brook the Railings of Nottingham 
against him, and the Praises bestowed on him by the unwary Rutland make 
her yet more uneasy, by the Discovery that she loves him She, however, 
at last, commands he shall be brought into her Presence he attempts to 
vindicate his Conduct, but the Reasons he gives seem too weak to convince 
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her Judgment of his Innocence She pardons him to satisfy the secret 
Affection she has for him , but deprives him of all his Honours m Considera- 
tion of what she thought owing to herself as Queen Here the Earl is no 
longer able to restrain the Impetuosity of his Nature, he throws his Staff at 
her Feet, accompanied with some Expressions, that sound hke Reproaches, 
on which the Queen, inflamed with Wrath, gives him a Blow He lays his 
Hand on his Sword, and it is in vain that Southampton conjures him to be 
more moderate, he goes on repeating his Services, and accusing Burleigh, 
Raleigh, and even her Majesty, of Injustice She leaves him in the utmost 
Rage, and none remain with him but Southampton, who in this Exigence 
will not forsake him 

Grown desperate with his Misfortunes, he runs head-long into the City, 
proclaims his Wrongs, and inveighs against the Mimstry All this is told 
with Aggravations to the Queen, who orders the two Earls to be seized 
They arc pursued and taken, and sent close Prisoners to the Tower, there 
to wait their Trial But the Queen, in spite of all can be said to her, will 
needs see Essex before he goes, and fearing his Crimes were too flagrant to 
escape Sentence, in order to save his Life, gives him a Ring, with a solemn 
Proimse, that whenever he sends that, to grant him in Return whatever he 
shall ask 

As she expected, he was found guilty by the Law, and condemned to 
lose lus Head , as was also his Friend Southampton Her Majesty knew that 
by her Prerogative she had a Right to pardon him, but then she thought 
such a Grace would too much betray a Weakness unworthy of a Queen, 
and waited till he should send the Ring, and beg his Life Impatient till 
she knows him secure she sends Mottingham to him, who pretending the 
greatest Compassion for him, is intrusted by him with this precious Pledge 
of Safety, and with it a Petition to the Queen for Mercy She had now all 
she wish’d in her Possession, and a full Opportumty to revenge the Contempt 
he had shewn her Charms Instead of bearing his Message to the Queen, 
she represents him as insolent, disdaiiung to receive any Favour from her, 
and daring all that her Power and Indignation can inflict To heighten her 
Displeasure against him, an unluckv Accident contributes His Wife hearing 
he was condemn’d to die, quite desperate witli Grief, flies to the Queen, 
reveals the Secret of their Marriage, and begs her Husband’s Life 

Never did publick Indignation, or secret Despair, rise to a greater Height 
than in the Behaviour, and Breast of this Princess, she spurns the Countess 
from her, and gives Orders that the Sentence past on Essex shall be im- 
mediately executed The malicious Nottingham, who now engrosses her Ear, 
persuades her to pardon the Earl of Southampton, not out of any real Pity 
for that Nobleman, but because she imagines Essex will feel the Severity of 
his own Doom more deeply, m seeing that Mercy which is demed to himself 
bestowed on his Friend To imbitter Death the more, she also intreats his 
unhappv Wife may be permitted to see him as he is conducting [nc] to the 
Block, to both these the Queen consents, but unhappily for the cruel 
Adviser, the Earl then gives a Letter to his Wile to be delivered to the 
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Qjaccn, who being at that Tune in the Tower, receives it, soon after the 
Eari is earned off, and finding by it that the Earl had sent the Ring, and 
beg'd his Life by Nottingham, sends to forbid the Execution; but Burleigh 
and Raleigh, who were intrusted with the fatal Orders, took so much Care 
they should not be delayed, that the Earl was dead before the Amval of 
this second Message The Queen is grieved beyond Measure, bamshes the 
treacherous Nottingham, for ever from her Presence, and is much displeased 
with all who had shewn themselves Enemies to the unfortunate Earl. 

It must be confessed there is something in this Play capable of raising 
Compassion m the most insensible Hearts, but then it is wholly owing to 
the Story, for the Diction is every where very bad, and in some Places so 
low, that it even becomes unnatural, and shews our Author little acquainted 
with Courts, when he puts into the Mouth of the prune Nobility such 
Language as a civil Coster-monger would blush to use And I think there 
cannot be a greater Proof of the litde Encouragement this Age affords to 
Merit, than that no Gendeman possest of a true Genius and Spirit of 
Poetry, thinks it worth his Attention to adorn so celebrated a Part of 
History with that Dignity of Expression befitting Tragedy in general, but 
more particularly where the Characters are perhaps the greatest the World 
ever produced 

As will be seen from a comparison of the above with Lessing’s 
version of it, he frequently expands the text slightly in order to bring 
It into closer parallelism with Banks’s play This is particularly 
noticeable in the passage (liv, 119) ‘er wirft den Stab ’ (‘He 
throws his Staff at her Feet . ’), the following four lines of Lessing’s 
version are only represented in the original by the words ‘He lays 
his hand on his sword’ The statement m liv (142 ff) (‘Doch 
indess ’) and the last sentence of St liv are Lessing’s additions, 
as well as the references to the acts of the play On the other hand, 
after ‘das Ausserste ankommen zu lassen’ (lv, 18) Lessing omits a 
passage of some length in the English narrative 

From his comparison of Banks’s play with the romance Lessing 
concludes (lv, 42) that the former is superior in respect of ‘ nature, 
truth and consistency’ to the drama of Corneille Banks has kept 
more faithfully to history, where he found, although not at the points 
where he utilises them, the box on the ear — not explicitly described 
in the romance — and the episode of the ring As far as the latter is 
concerned, Lessing thinks that Banks has not availed himself of it to 
the best advantage , he would have preferred to see the queen forget 
all about the ring, and to receive it unexpectedly and too late, after 
she had been convinced of the earl’s comparative innocence Much 
more successful (91) is Banks’s introduction of the box on the ear. 
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which inevitably recalls to Lessing the famous scene m Le Ctd ^ In 
The Earl of Essex, the incident is, of course, much more senous, as 
the blow IS admimstered by the queen (lvi, io 6) Banks’s handhng 
of it has, on the whole, Lessing’s approval For a historical account 
of the episode Lessing turns again ( 1 26) to Hume’s Histoiy of England * 
In respect of this affair with the queen. Banks has depicted his Essex, 
Lessing thinks ( Lvn, 8) , too realistically, too much ‘ nach dem Leben ’ 
He IS too much of a boaster — ^indeed, quite as much a Gascon as the 
Essex of the Gascon CalprenMe, at one time too mean-spinted and 
obseqmous, at another over-bold towards the queen Much better is 
the treatment of Elizabeth, in Lessmg’s view (lvii, 20) , he considers 
that Banks is more successful than Corneille in this, and by way of 
illustration, he quotes, in translation, a scene from Act ui of the play 
I subjoin the original of this scene (lvii, 50-LVin, 1 30) , as will be 
seen, it is of particular interest to compare it with Lessing’s version 
Among the many editions of Banks’s drama it is difficult to decide 
which Lessing possessed, the English quotation in the note (lvii, 26 ff ) 
being the only clue I have selected that of 1712 The Unhappy 
Favojnte or, The Earl of Essex A Tragedy acted at the Theatre Royal, 
by their Majesties Servants Written by John Banks London, 1712 

(pp 25 ff): 

Qjieen Where hast thou bcen^ 

I thought, dear Nottingham, I’d been alone 

Nottingham Pardon this bold Intrusion, but my Duty 
Urges me farther — On my Knees I first 
Beg Pardon that I am so bold to ask it. 

Then, that you wou’d disclose what ’tis afflicts you. 

Something hangs heavy on your Royal Mind, 

Or else I fear you are not well 
Qjuen Rise, prithee — 

I am in health and thank thee for thy Love, 

Only a little troubled at my People 
I have reign’d long, and they’re grown weary of me. 

New Crowns are like new Garlands, fresh and lovely. 

My Royal Sun declines towards its West, 

They’re hot, and tyr’d beneath its Autumn Beams — 

Tell me, what says the World of Essex coming^ 

Not Much do they blame him for’t, but think him brave 
Qjieen What, when the Traytor serv’d me thus ' 

Not Indeed it was not well 

* See above, pp 174 f 

• For the passages m question see above, pp 185, 187 
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Qjuen Not well, and was that alP 

^ot It was a very bold and heinous Fault 

Qjieen I [nc] was it not^ And such a base Contempt, 

As he deserves to die for, less than that 
Has cost a hundred nearer Favourites Heads 

^fot Most true — can Essex than [nr] be thought so guilty. 
And not deserve to die^ 

Qjieen To die ' to wrack. 

And as his Treasons are the worst of all Mens, 

So I will have him plagu’d above the rest. 

His Limbs cut off, and plac’d to th’ highest View, 

Not on low Bridges, Gates, and Walls of Towns, 

But on vast Pmacles that touch the Sky, 

Where all that pass may in Derision say, 

Lo, there is Essex, proud, ingrateful Elssex ' 

Essex that brav’d the Justice of his Queen — 

Is not that welP Why dost not speak ^ 

And help the Queen to rail against this Man 

Not Since you will give me leave I will be plain. 

And tell your Majesty what all the World 
Says of that proud ingrateful Man 

Qyeen Do so Prithee what says the World of him and me ^ 
Not Of you they speak no worse than of dead Saints, 

And worship you no less than as their God, 

Than Peace, than Wealth, or their Eternal Hopes, 

Yet do they often wish with kindest Tears, 

Sprung from the purest Love, that you wou’d be pleas’d 
To heal their Grievances on Essex charg’d, 

And not protect the Traytor by your Power, 

But give him up to Justice and to Shame 
For a Revenge of all your Wrongs, and theirs 

Qiieen What would they then prescribe me Rules to Govern^ 
Not No more but with Submission as to Heaven , 

But upon Essex they unload Reproaches, 

And give him this bad Character 

They say he is a Person (bating his Treasons) 

That in his Noblest, best Array of Parts, 

He scarcely has enough to make him pass, 

For a brave Man, nor yet a Hypocrite, 

And that he wears his Greatness and his Honours 
Foolish and Proud as Lacquies wear gay Liveries 
Valiant they will admit he is, but then 
Like Beasts precipitately Rash and Brutish, 

Which IS no more commendable m him 
Than in a Bear, a Leopard, or a Wolf 
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He never yet had Courage over Fortune, 

And which to shew his natural Pnde the more, 

He roars and staggers under small Affronts 
And can no more endure the Pain than Hell, 

Then he’s as Covetous, and more Ambitious 
Than that first Fiend that sow’d the Vice in Heav’n, 

And therefore was Dethron’d and Tumbl’d thence. 

And so they wish that Essex too may fall 

Qjuen Enough, thou’st rail’d thy self quite out of Breath; 

I’ll hear no more — Blisters upon her Tongue [Astde. 

’Tis baseness tho’ in thee but to repeat. 

What the rude World maliciously has said, 

Nor dare the vilest of the Rabble think. 

Much less prophanely speak such horrid Treasons — 

Yet ’tis not what they say, but what you’d have ’em 
Abl Did not your Majesty command me to speak^ 

Q}uen I did, but then I saw thee on a sudden. 

Settle thy Senses all in eager Postures, 

Thy Lips, thy Speech, and Hands were all prepar’d, 

A joyful Red painted thy envious Cheeks, 

Malicious Flames flasht in a Moment from 

Thy Eyes like Lightning from thy o’er-charg’d Soul, 

And fir’d thy Breast, which like a hard ramm’d Piece, 

Discharg d unmannerly upon my Face 

Not Pardon bright Queen, most Royal and belov’d. 

The manner of expressing of my Duty, 

But you your sell began and taught me first 

Qjieen I am his Queen, and therefore may have leave. 

May not my self have Privilege to mould 
The Thing I made, and use it tis I please^ 

Besides he has committed Monstrous Crimes 
Against my Person, and has urg’d me far 
Beyond the Power of mortal Suffering 
Me he has wrong’d, but thee he never wrong’d 
What has poor Essex done to thee’ Thou hast 
No Crown that he cou’d hope to gain. 

No Laws to break, no Subjects to molest. 

Nor Throne that he cou’d be ambitious of — 

What Pleasure cou’dst thou take to see 
A drowmng Man Knock’d on the Head, and yet 
Not wish to save the miserable Wretch ' 

Not I was to blame 
Qjteen No more — 

Thou scest the Queen, the World, and Destiny 
It self against this one bad Man, and him 
Thou canst not Pity nor Excuse 
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Not Madam — 

Qjuen Be gone, I do forgive thee, and bid Rutland 
Gome to me straight - [Exit Nottingham. 

[St Lvm] Enter the Countess of Essex 

Qyeen How now my Rutland'^ I did send for you — 

I have observ’d you have been sad of late 

Why wearest thou black so long^ And why that Cloud, 

That mourmng Cloud about thy lovely Eyes^ 

Come I will find a noble Husband for thee 

C Ess Ah ' mighty Princess, most ador’d of Queens ' 

Your Royal Goodness ought to blush, when it 
Descends to Care for such a Wretch as I am 

Q^en Why say’st thou so^ I love thee well, indeed 
I do, and thou shalt find by this ’us Truth — 

Injurious Nottingham, and I had some 
Dispute, and it was about my Lord of Essex — 

C Ess Ha' [Aside 

Qjieen So much that she displeas’d me strangely. 

And I did send her from my sight in Anger 

C Ess O that dear Name o’ th’ sudden how it starts me h 
Makes every Vein within me leave its Channel, 

To run, and to protect my feeble Heart, 

And now my Blood as soon retreats again 
To croud with Blushes full my guilty Cheeks — 

Alass I fear ' 

Qjieen Thou blushest at my Story • 

C Ess Not I my Gracious Mistress, but my Eyes 
And Cheeks, fir’d and amaz’d with Joy turn’d red 
At such a Grace that you were pleas’d to shew me 
Qjieen I’ll tell the[e] then, and ask thee thy Advice, 

There is no doubt, dear Rutland, but thou hear’st 
The daily Clamours that my People vent 
Against the most unhappy Earl of Essex, 

The Treasons that they would Impeach him of. 

And which is worse, this day he is arriv’d 
Against my strict Commands, and left Affairs 
In Ireland desperate, headless, and undone 

C Ess Might I presume to tell my Humble Mind, 

Such Clamours very often are design’d 
More by the Peoples Hate than any Crimes 
In those they would accuse 

Qjieen Thou speak’st my Sense 
But oh • dear Rutland, he has been too [nc] blame — 

Lend me thy Breast to lean upon — O ’tis 
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A heavy Yoke they wou’d impose on me 
Their Queen, and I am weary of the Load, 

And want a Friend like thee to lull my Sorrows 

C Ess Behold these Tears sprung from fierce Pam and 
To see your wond’rous Grief, your wond’rous Pity 
O that kind Heav’n would but instruct my Thoughts, 
And teach my Tongue such softning, healing Words, 

That It might Charm your Soul, and cure your Breast 
For ever 

Qjieen Thou art my better Angel then, 

And sent to give me everlasting Quiet — 

Say, Is’t not pity that so brave a Man, 

And one that once was reckon’d as a God, 

That he should be the Author of such Treasons • 

That he, that was like Ctesar, and so great. 

Has had the Power to make and unmake Kings, 

Shou’d stoop to gain a petty Throne from me^ 

C Ess I can’t believe ’tis in his Soul to think. 

Much less to act a Treason against you. 

Your Majesty, whom I have heard him so 
Commend, that Angels Words did never flow 
With so much Eloquence, so rare, so sweet, 

That nothing but the Subject cou’d deserve 
Qji^en Hast thou then heard him talk of me'^ 

C Ess I have. 

And of so much Excellence, as if 
He meant to make a rare Encomium on 
The World, the Stars, or what is brighter, Heav’n 
She IS, said he, the Goddess of her Sex, 

So far beyond all Woman kind beside. 

That what in them is most ador’d, and lov’d. 

Their Beauties, Parts and other Ornaments, 

Are but in her the Foils to greater Lustre, 

And all Perfections else, how rare soever. 

Are in her Person but as lesser Gleams, 

And infinite Beams that usher still the Sun, 

But scarce are visible amidst her other Brightness 
And then she is so good, it might be said. 

That whilst she lives, a Goddess reigns in England, 

For all her Laws are register’d in Heaven, 

And copy’d thence by Her — But then he cry’d. 

With a deep Sigh fetch’d from his Loyal Heart, 

Well may the World bewail that time at last. 

When so much Goodness shall on Earth be mortal. 

And wretched England break its stubborn Heart 
Qpeen Did he say all this^ 
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C Ess All thu ' nay more, 

A thousand times as much, I never saw him 
But his Discourse was sull in praise of you , 

Nothing but Raptures fell from Essex Tongue 
And all was s|ill the same, and all was you 
Qjiun Such Words spoke Loyalty enough. 

C Ess Then does 
Your Majesty believe that he can be 
A Traytor^ 

Qjieen No, yet he has broke the Laws, 

And I for Shame no longer can protect him , 

Nay, durst not see him 

C Ess What, not see him, say you ' 

By that bright Star of Mercy in your Soul, 

And listening through your Eyes, let me in treat, 

’Tis good, ’tis God-like, and like England’s Queen, 

Like only her to pity the distress’d — 

Will you not grant that he shall see you once ^ 

Qjuen What he 

That did defy my absolute Commands, 

And brings himself audaciously before me • 

C Ess Impute it not to that, but to his Danger, 

That hearing what proceedings here had past 
Against his Credit and his Life, he comes 
Loyal, tho’ unadvised, to clear himself 

Qjseen Well, I will see him then, and see him straight — 
Indeed my Rutland I would fain believe 
That he is honest still, as he is brave 

C Ess O nourish that most kind Belief, ’tis sprung 
From Justice in your Royal Soul — Honest ' 

By your bright Majesty, he is faithful still. 

The pure and Virgin Light is less untainted. 

The glorious Body of the Sun breeds Gnats, 

Insects that Molests [sis] its curious Beams, 

The Moon has Spots upon her Chrystal Face, 

But in his Soul are none — And for his Valour, 

The Christian World records its wondrous Story, 

Baseness can never mingle with such Courage 
Remember what a Scourge he was to Rebels, 

And made your Majesty ador’d in Spam 

More than their King, that brib’d you with his Indies, 

And made himself so dreadful to their Fears, 

His very Name put Armies to the Rout, 

It was enough to say here’s Essex come. 

And Nurses still’d their Children with the Fright 
Qjuen Ha ' she’s concern’d. Transported ' 
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I’ll try thee farther — Then he has a Person ' 

C Ess I [jw], in his Person, there you sunun up all 
Ah ' Lovehest Queen, did you e’re see the like • 

The Limbs of Mars, and awful Front of Jove, 

With such an Harmony of Parts as put 
To blush the Beauties of his Daughter Venus 
A Pattern for the Gods to make a perfect Man by, 

And Michael Angelo to frame a Statue 
To be ador’d th[r]ough all the wondring World 

Qjiren I can endure no more — Hold Rutland, 

Thy Eyes are moist, thy Senses in a Hurry, 

Thy Words come crouding one upon another 
Is It real Passion, or extorted^ 

Is It for Essex sake, or for thy Queen’s 
That makes this furious Transport in thy Mind^ 

She loves him — Ah, ’tis so — What have I done^ 

Conjur’d another Storm to rack my Rest^ 

Thus IS my Mind with Quiet never blest. 

But like a loaded Bark finds no Repose, 

When ’tis becalm’d, nor when the Weather blows 

Enter Burleigh, Countess of Nottingham, Rawleigh, 

Lords, Attendants and Guards 

Burl May’t please your Majesty the Earl of Essex 
Return’d by your Command, intreats to kneel 
Before you 

Qyeen Now hold my Treacherous Heart, 

Guard well the Breach that this proud Man has made — 

Rutland, we must defer this Subject tdl 
Some other Time — Come hither Nottingham 

Lessing concludes his translation with the remark (lviii, 144) 
‘I, for my part, would rather have merely conceived these scenes 
than have composed the whole Essex of Corneille ’ 

In St Lix, however, he criticises the style of Banks’s play, which, 
he says, must not be judged by his translation ‘Er 1st zugJeich so 
gemein und so kostbar, so kriechend und so hochtrabend, und das 
nicht von Person zu Person, sondern ganz durchaus, dass er zum 
Muster dieser Art von MisshelUgkeit dienen kann’ (lix, 3) This 
judgment was, no doubt, influenced by what Lessing read in The 
Companion to the Theatre ^ And from The Companion to the Playhouse he 
quotes in his Collectanea {Schnften, xv, p 150) ‘His Verse is not 

> Ed cit 11, p 105 The passage which Lessing quotes m his note (ux, 109) will 
be found in full on p 267 above 


Aside 
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Poetry, but Prose run mad Cibber, it might be added, had also 
said of Banks in his Lives of the Poets (ed at m, p 174) 

Mr Banks’s genius was wholly turned for tragedy; his language is 
certainly unpoetical, and his numbers unharmomous, but he seems not 
to have been ignorant of the dramatic art For in all his plays he has very 
forcibly rouzed the passions, kept the scene busy, and never suffered his 
characters to languish 

Prosy and uninspired as Banks’s verse often is, there is in all these 
strictures a certain element of unfairness, even his imitations of 
Miltonic phraises® are not always blameworthy 

Lessing’s translation, it will be seen, is extremely free , and it seems 
prompted by a desire to substantiate the English criticisms he had 
read Banks’s verse is turned into the baldest prose of the ‘ burgerliches 
Trauerspiel’,* and Lessing allows himself unjustifiable liberties of 
curtailment He has guarded, he says (lex, 9), rather against the 
bombastic than against the trite This is only too true , Banks’s tnteness 
becomes in Lessing’s hands considerably more trite , and the injustice 
done to such poetry as the play contains is serious If the phrases 
which Lessing quotes (lix, 60 ff ) as examples of Banks’s lack of poetic 
sense are compared with the original text, it will be seen that prac- 
tically in every case the blame is to be laid at Lessing’s door, the 
words he complains of are gratuitous additions of his own ' One 
trembles to think how even Shakespeare would appear if translated 
in this fashion 

In St LIX (117, 127) Lessing mentions three other dramatists, 
whose plays on the subject of Essex are, however, merfely adaptations 
from that of Banks Henry Jones, James Ralph and Henry Brook 
[mr] * He does not know their works, and his information about them 

^ Companion to the Playhouse, ed cit ii, v s Banks 

* For examples of Miltonic influence on Banks see R Schiedermair, op cit 
PP 39 ff 

® Karl Lessmg wrote on February 3, 1772 to his brother {Schriftm, xx, p 127) 

‘ In Deiner Emilia Galotti herrscht em Ton, den ich in kemer Tragodie, so viel ich 
deren gelesen, gefunden habc, ein Ton, der nicht das Trauerspiel emiedngt, 
sondern nur so herunterstimmt, daas es ganz naturlich wird, und desto leichter 
Emgang in unsere Empfindungen erhalt Ich besinne mich wohl, dass Du in 
Deiner Dramaturgie aus dem Bankschen Traucrspiele Elisabeth oder Essex einige 
Scenen in eine solche Sprache ubersetzt hast, aber wer diese Scenen im Onginale 
suchen will, (denn ich habe es gelesen)— der muss seyn, was Du bist * 

* It is interesting to note that a play entitled Die Gunst der Fursten, oder Elxsahetk 
und Essex ‘nach dem Englischen der Herrcn Banks, Brooke, Jones, und Ralph, 
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comes only from ‘gelehrten Tageblichem’ In the Monthly Revuw for 
March, 1753, where ‘ The Earl of Essex, a Tragedy, by mr Henry 
Jones’ IS reviewed, he read 

This play has had a considerable run, and was performed with umversal 
applause ’Tis written on Banks’s plan, but somewhat varied in the conduct, 
and much improved in diction The notice taken by several judicious critics 
of the happy conduct of Banks’s scenery, (who all, however, unanimously 
decry his writing) has tempted others to adopt this subject, besides mr Jones, 
VIZ mr James Ralph and mr Henjy Brooke, author of Gustavus Vasa, and 
those who have seen them, generally allow the superiority in point of merit 
to mr Jones’s performance Mr Brooke’s, indeed, has not yet appeared in 
print, tho’ frequently acted m Ireland 

Our author, who gained great reputation by his poems, printed by 
subscription a few years ago, is peculiarly entitled to the notice and 
encouiagement of the public, as he appears to be a man of extraordinary 
genius, and whose personal merit also joins to render him worthy of that 
patronage and favour he has met with, and whieh has deservedly raised 
him from the obscurity of a mechanical employment, as little suited to 
mr Jorus’i natural talents, as the same calling was to his great predecessor, 
Ben Johnson * 

After giving a specimen of the play, the critic quotes the Epilogue in 
which Jones is described as an ‘Irish Bricklayer’ and ‘Old Ben’ is 
mentioned, ‘who chang’d (like him) the trowel for the pen’ (cp lix, 

119) 

In Lessing’s Entwurfe zu Besprechungen we find the following note 

1753 liess Jones semen Essex spielen (S Cibbers Lifes 111, p 175) Er 
wollte Banks Stuk regelmassiger machen, und machte es frostiger Aber 
sein Styl 1st besser, und seme Sprache poetischer * 

The criticism by Gibber to which Lessing refers is the following, 
which occurs in the Life of Banks 

We cannot but acknowledge, that Mr Jones has improved the story, and 
heightened the incident in the last act, which renders the whole more 
moving Mr Jones in his language (in this piece) does not affect being 
very poeucal, — nor is his versification always mellifluent, as in his other 

vom Herm Professor Schmidt’ was performed m Vienna on April 30, 1778 The 
playbill on which this statement ol joint authorship occurs is preserved in the 
Theatersammlung of the Nationalbibliothek, Vienna. 

1 AfonlAlyJieweui, March, 1753, vui,pp 225 f Lessing himself gives the reference 
in his repertory list (where ‘Johnson’ is a slip for ‘Jones’ {Schnften, xv, p 49)) 

’ Schnften, xv, p 47 
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wntings , — but it is well adapted for speaking The design is well conducted, 
the story rises regularly, the business is not suspended, and the characters 
are well sustained 

Under the heading ‘Unstudirte Dichter’ Lessing noted further 
‘Heinrich Jones, der Verfasser des neuen Essex war ein Maurer 

Lessing’s information about Brooke comes from an article m the 
Journal encyclopidique of March i, 1761 (pp 117 f), to which his 
attention may have been drawn by a reference in the Bibliothek der 
schonen Wissenschafkn ^ In continuation of the passage just quoted 
from the Entwurje zu Besprechungen he notes 

1761 kam Brooks seiner heraus Er suchte das Beste von semen beiden 
Vorgangern 2u nutzen, (indem er sich uber den Vorwurf des Plagii weg- 
setzte) und ihre Fehlcr zu vermeiden Man sagt er habc das Feuer und 
das Pathetische des Banks mit der schonen Poesie des Jones zu verbinden 
gewusst Brook war schon durch einen Gustav Wasa bekannt, der aber 
in London nicht gespielt werden durfte, well man verschiedne Zuge wider 
das Gouvernement darinn zu findcn glaubtc Brook hat den Charakter 
des Essex veredelt, und ihn in der letzten Scene gegen die Konigin nicht 
so kochend sprechen lassen ^ 

Then follow the French quotation given in the Dramaturgie (note to 
Lix, 133), and the words ‘Desto schhmmer fur die Franzosen ' ’ The 
passage from the Journal eruyclopMique which is the source of all this 
is in full (pp iig f ) 

Dans le terns que Mr Jones faisoit jouer sa Tragedie sur le Thdatre de 
Londres, Mr Brooke publioit la sienne du meme sujet en Irlande, oil il 
jouissoit d^ja d’une certame reputation qu’il s’etoit acquise par sa Trag6die 
de Gustave Vasa dont on n’avoit pas voulu permettre la representation a 
Londres, parcequ’on pretendoit qu’il y avoit quelques traits centre le 
gouvernement, ce qui fait bien voir qu’en Angleterre, comme ailleurs, on 
n’est pas aussi libre qu’on le pense, du moms lorsqu’il s’agit de certains 
objets Quoiqu’il en soit, sa Tragedie du Comte d’Essex se joue a present 
k Londres avec le plus grand succes Si I’Autcur de cette nouvelle Tragedie 
a trouve Part de conserver dans cette piece toutes les beautes qui avoient 
frappe dans les deux autres, sans s’embarrasser de I’lmputation de plagiat, 
tres ridicule en ce cas il a eu aussi assez de gout pour en eviter les defauts 
II a S5U reunir tres-heureusement le feu et le pathetique de Mr Banks k la 
belle Poesie de Mr Jones, et il a repandu sur le tout une liberte et une 

1 Schnften, xv, p 6o 

’ viii (1) (1762), pp 167 f Perhaps this notice may have been by Lessing himself 
The spelhng ‘ Brook ’ is that of the Bibliothek 

• Schnften, xv, p 47 
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noblesse de sentiinens qu’il nc doit qu’a lui ni^me ses csractires sont 
bcaucoup mieux finis, et surtout ceux d’Elizabeth, et du Comte d’Essex, 
qui sont ici bien supeneurs k ceux que les deux premiers tragiques en ont 
trac6 On sent bien qu’il n’etoit pas possible que Mr Brooke s’6cartat, ni 
mfime qu’il alterat les situations pnncipales qui forment I’mtdrft et le 
noeud de Taction Cependant il n’a pas laiss6 d’y faire deux ou trois petits 
changemens qm ont paru assez heureux, par exemple, il s’est garde de 
presenter le Comte d’Essex trop rampant dans sa dermere scene avec la 
Reine, ddfaut dans lequel 6toient tombds ses Prddecesseurs, et il a mis une 
certame dignity dans son emportement, qui s’accorde ass^s avec la hauteur 
dc son caractire Mr Brooke a aussi fait tomber en d^mence (here 
follows the quotation in Lessing’s note to lix, 133) 



CHAPTER VIII 


THE ITALIAN DRAMA 

Luigi Riccoboni’s Histoire du Thidtre italien (a vols Pans, 1738-31), 
the greater part of which Lessing had translated in his Tkeatralische 
Bibliothek, still remained in 1 767 his chief source of information con- 
cerning the dramatic literature of Italy When he speaks (xli, i) of 
the state of Italian drama at the beginning of the eighteenth century, 
he IS obviously relying on this work ^ In St ix (125) he refers his 
readers directly to Riccoboni’s commendation of Cecchi’s comedy 
La Dote, based on Plautus’s Tnnummus, as one of the best of the old 
Italian comedies Of this piece Riccoboni had given a lengthy 
analysis,* summing up his opinion of it in the words. ‘Suivant ma 
fa5on de penser, je trouve cette piece trfes-bonne Elle est assez 
mtngu^e, assez interessante, et assez comique meme pour amuser 
d’honnetes gens To Riccobom Lessing turned again, as will be 
seen, for information about Maffei’s Metope 

Another Italian work which Lessing possessed was the Biblioteca 
teatrale italiana of Ottaviano Diodati (1762-65), which, as we have 
seen, had some share, with Leone Allacci’s Drammaturgia, m detimng 
the genertil character of Lessing’s journal * But apart from its 
‘Trattato di Drammaturgia’, Diodati’s work is merely a collecbon 
of plays Here Lessing found an Italian translation of Milanide (vm, 
24, Diodati, 11, pp 199 ff), which he considered much worse than 
the German translation, and one oi U ^cossaise^ (xii, 137, Diodati, 1, 
pp 180 ff) There is also in this collection a reprint of the 1730 
edition of Maffei’s Metope (ix, pp 7 ff ) 

When It IS remembered how deeply Lessing was interested in 
Goldoni at an earlier period of his life, the references to that writer 
in the Dramaturgie seem disappointingly meagre “ The repertory list 

^ See especially vol i, chaps -vn and vm {Tfieatralische Bibliothek, u, pp 195 fF) 

* Histoire du Theatre italien^ ed cit 11, pp 227 ff 

® Ibid p 257 

* See above, p 122 

® Cosack {op cit p 79) states that this translation was ‘by Gabnclli’ 

* In 1755 and 1756 he began translating Goldoni’s VErede forlunata {Scknfterti 
ill, pp 336 ff ) Minna von Bamhelm shows traces of the influence of La Locandiera 
and piossibly Git Innamorati In the Bxbhoihek der schonen Wissenschafteny vols ii-iv, 
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for the first penod of the ‘Enterprise’ gave him no opportumty of 
criticising any play by Goldoni, although after Lessing’s time the 
Hamburg theatre, drawing on Ackcrmann’s former repertory, played 
no less than five of the comedies ^ Goldom is only mentioned twice 
in the Dramalurgu In St xii (70) a similarity is suggested between 
Frdon in Voltaire’s ULcossatse and Don Marzio in Goldoni’s La 
Bottega del Caffi ( 1 750) and in St ci-av (70) it is stated that Goldom 
ennched the Italian theatre with thirteen plays m one year. This 
information comes fi-om Goldoni’s own play, II teatro comico, but 
‘ drcyzehn ’ should be ‘ sechzehn ’ * 

In St XVI (40) there is a reference to the translation of ^izyrg by 
Gasparo Gozzi, elder brother of Carlo Gozzi Lessing quotes the 
close of Gozzi’s ‘very exact and very pretty’ translation* to show the 
divergence of Italian and French taste The Frenchman gives Oros- 
mane only a few words to say after he has stabbed himself Gozzi 
makes him deliver a long tirade In a preface to the Italian translation 
It IS stated ‘ Egh 6 il vero, che I’Autore professa d’ avervi fatto diversi 
cambiamenti, 1 quali furono giustificati dall’ accoglienza ch’ ebbe 
questa Tragedia in tutte le rappresentazioni ’® 

In St xxxvi (4), in connexion with Favart’s Soltman II, Lessing 
refers to an Italian Intermezzo, La Serva padrona * An Italian Inter- 
mezzo of this title, for which Pergolesi composed the music in 1733, 
was long popular, and had been adapted, or parodied, for the French 

1757-59, there appeared a senes of articles on Bettuielli’s edition of Goldom, 
signed ‘C' (C F Nicolai^) Cp L Carlo Goldom auf dem deutschen TheateT 

des 16 JakrhundertSy Montjoie 1910 (and especially pp 14 ft , 2 1 ff , 64, 84 ff ) and 
E Maddalcna, I^ssing e Goldom^ in Giomale stonco della Uttcratura italiana, xlvii 
(1906), pp 193 ff A German translation of Goldoni’s comedies began to appear 
in 1767 (Sammtliche LustspieUy Leipzig, 1767-77) 

^ Sec above, p 45 

• Sec above, p 227 For a comparison of these two characters, and an account 
of Goldom ’s later version of VEcossaisty cp P Toldo, Attinenze fra il Teatro comico di 
Voltaire e quello del Goldom, in Giomale storico della ietteratura italianay xxxi (1898), 
PP 351 ff 

® Act I, sc 11, Opere Complete dt Carlo Goldom, edite dal Mumcipio di Venezia, 
Venice, 1909, iv, pp 21 f Cp also Mimoires de M Goldoni, Pans, 1787, 11, pp 44, 
46 The number is given as sixteen in the Bibliothek der scfwnen Wissenschaften, 11 (11) 
(*75®)iP 305) ‘Rosaura, wclchc sprode thun will, sagt, sie wisse nicht warum 
sie eben zum erstenmale bey ihrcr Ankunft in Vcnedig diese kleme Farce spiclen 
soil ten, da doch, eben der Verfasser dcrselben in emem Jahre sechzehn neue 
Stiicke gemacht habe, von wclchen sie ja ernes spielen konnten* 

• Opere in versi e in prosa, Venice, 1 758, 111, pp 62 f 

• Ibtd p [ill] • Sec above, p 238 
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theatre as La Sermnte Maitresse by N Baurans in 1754,^ but this does 
not seem to be the piece Lessing has in mind * Schutze mentions 
La Serva padrona as having been performed in Hamburg in 1 749, and 
later refers also to an Intermezzo Pimptnon und Vespette * In 1 766 we 
find a Serva padrona in Ackermann’s repertory, when his daughter 
Dorothea played 'Serpilla’, and m 1769 Schroder played ‘Vespone’ 
in this Intermezzo * Minor, following a suggestion made by Redlich, 
beheved that he had identified the piece which Lessing had m mind 
as Du ungleuhe Heyrath, oder das Herrsch-suchtige Cammermadgen , but the 
characters whom Lessing calls Pimpinello and Serbinetta are here 
Pimpmone and Vespetta ® It is tempting to assume that the names 
in the Dramaturgu are due to a slip in Lessing’s memory 

SCIPIONE MAFFEI 

The main points of contact between the Dramaturgu and Italian 
literature are to be found in St xxxvii-l, where Lessing compares 
Voltaire’s Merope with MafFei’s tragedy on the same theme As the 
general conclusions of this comparison are more relevant to Voltaire 
than to Maffei, I have already dealt with them to a great extent in the 
second chapter of this part ® There remain to be considered the 
sources of Lessing’s knowledge of Maffei, and his own and Voltaire’s 
criticism of the Italian Merope 

Lessing appears to have possessed more than one edition of Maffei’ s 
tragedy He certainly had that m the Teatro del Sig Marchese Scipione 
Maffei, edited by G C Becclh, Verona, 1730 (l, 4), and he must have 
consulted one or more of the later editions (xuii, 22) — possibly that 
published at Livorno in 1 763 ’ He was under the impression that the 

^ See op cit p 404 

* Nor does La Serva padronoj a prose comedy in three acts by JacopO’Angelo Nelli, 
published at Lucca in 1731 (Cp G Radiciotti, G B Pergolesi, Rome, 1910, pp 
28 f, and E Faustini-Fasim, G B Pergolest attraverso 2 suoi bzografi e le sue opere^ 
Milan [1900], pp 21 f) Still another comedy with the same title, by G B Fagiuoli, 
published at Cremona in 1727, shows no correspondence in the names of the 
characters 

® Hamburgische Thsatergeschichte, td cit pp 81, 308 

* F L W Meyer, op ext 11, 2, pp 125, 145 

* Gp Lessing's Werke, Hempel cd , xx, 2, p 3, and J Minor, C F JVetsse, 
Innsbruck, 1880, pp 134 if 

® Sec above, pp 214 if 

’ He had also, as we have seen above (p 279) the edition (of the text of 1 730) 
in Diodati’s Bxblioteca (eairale itahanat ix (1764} 
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1 730 edition contained the text of the original edition (Venice, 1714)1 
and that the later texts represented the results of the author’s revision 
(xLni, 22) As a matter of fact, the reverse may well have been the 
case for while the 1 730 edition is, in some respects at least, a revised 
text, some of those published at later dates contain earher unrevised 
wordings * The occasion of Lessing’s statement is a passage of arms 
with Voltaire with reference to the text of a dialogue in Act iii, sc iv 
of the Italian play (xLiii, 6 ff ) Voltaire had stated — the passage is 
quoted below (p 290) — that in the first edition of Metope Egisto said 
to his mother ‘Ah Pohdore,monp^re’, for which Maffei subsequently 
substituted ‘un dtfaut encor plus grand’ — ‘Egiste lui dit, quc son 
p^re est un vieillard, et a ce mot de vieillard la Reme s’attendrit ’ 
Voltaire thus knew two editions of Metope, certainly the first of 1714, 
and probably that of 1 745 , in the former the reading is ‘ Ah Polidoro ’, 
in the latter ‘Ah padre mio Bisogna credere a 1 vecchi’ — ^followed 
by Merope’s words ‘Un vecchio h il padre tuo?’ Lessing, however, 
was clearly unaware of the irregularities in the variants of the later 
texts when he said ‘ Es 1st wahr, in der ersten Ausgabe nennt Aegisth 
den Polydor semen Vater, aber in den nachhengen Ausgaben 1st von 
gar keinem Vater mehr die Rede’, for the readings of the onginal 
edition and the edition of 1 730 are as follows 


First edition (1714) 

Egi Ah Polidoro ' 

Tu mel dicesti un di, ch’ 10 mi 
guardassi 

Dal por gia mai ne la Messenia il 
picdc 

Met Polidoro' Ghi sei’’ 

Egi Creder bisogna 

A 1 vecchi 

Met Di’, qual Polidoro 

e questi^ 


Second edition (1730) 

Egi Fatal Messema ' 

Mel disse il padre mio, ch’ 10 mi 
guardassi 

Dal por gi 4 ’ mai nella Messerua il 
piede 

Met Nella Messema'* e perch^ 
maF 

Egi Bisogna 

Credere a 1 vecchi 

Met Di, come si noma 

Il padre tuo'* dl tosto 


* Cp G Hartmann, Merope im italienischen und franzosischen Drama, Erlangen 

and Leipzig, 1892, pp 55 f , where reference is made to the Turin edition of 1 765 as 

containing the earlier reading of the passage m Act iii, sc iv, criticised by Voltaire 
The text of this edition, however, does not correspond with Lessing’s quotations 
Where he quotes Maffei’s text (XLU, 42, 83, xuit, 37, 133, xlvi, 73, 94, 140) he 
cites the form of the edition of 1730, except in the notes xuit, 133, where the form 
corresponds to that of the 1 763 edition (These latter passages are disfigured by 
wrong accentuation, which has been perpetuated by Muncker ) 
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Egx L’ infelice 

Chiamasi Pohdoro 

Mer Polidoro ' 

Dal capo a i pie m ’ t corao un gelo. Dal capo a 1 pife m’ i corso un gelo, 
Eunso, Eunso, 

Che instupidita m’ ha Che instupidita m’ ha ^ 

From the editions of Merope came practically all Lessing’s know- 
ledge of Maffei “ The poet’s own ‘Proemio’ (ed of 1763, p xci) gave 
him the personal details of Maffei’s youth (xlii, 6) 

L’Autore della presente Tragedia all’ anno dell’ eti sua trentesimo ottavo 
arrivato era, senza avere a metter mano in Tragica Poesia pensato pure un 
memento gia mai anzi ogni specie di Componimento, siccome all’ arte 
Poetica fin da fanciullo fortemente inchnato, negli anni suoi giovamli 
tentato avea, fuorche questa 

And Becelli, after quoting the testimony of writers who had marvelled 
that Maffei, engrossed in graver studies, should have succeeded as a 
dramatic poet (ed of 1730, pp xxi, xxvi), adds 

E per verity a mssun genere di studio il nostro Autore ha pensato meno, 
che a questo, anzi quanto ne sia stato lontano dalle sue edizioni delle 
Complessioni di Gassidorio da quanto contra il Pfaff, e contra il Basnage 
ha sentto,’ e dalla Storia de’ Diplomi, e dall’ altre opere si pu6 arguire ed 
h notissimo, come qucsti compommenti per occasion! nate, e per compiacere 
a Compagnie nobili, e ad onestissime conversazioni da lui speditamente 
fatti furono Si sa da molti, che meno di due mesi 1’ Autore v’ im- 
picgo 

From Becelli’s introduction to the edition of 1730 Lessing also 

^ In the edition published at Venice in 1747, the text of which is in the main that 
of 1714, Maffei states expressly (pp 1 18 f ) ‘Nelle prime Ediziom diceva Egisto 
ah Polidoro, Tumel dicesti undi etc EMerope Pohdoro' Chi sn^ Gli Amici dell’ Au- 
tore vollero, ch’ Ei levasse tal nome da quel sito, dicendo non esser naturale, che 
un Figliuolo in vece di dire, ah Padre, lo chiami per nome Si ha perd in altre 
Edizioni Mel disse il Padre mio ’ 

® There was a brief biography of Maffei in German in Jakob Brucker’s Bilder-sal 
heutiges Tages lebender Schrifft-sUUer, 11 (Augsburg, 1742), but Lessing is hardly 
likely to have seen this work 

® Maffci’s controversy with C M Pfaff is to be found m letters to the Abate 
Bacchini in the Giomale de’ Letterati d’ /la/ia,xvi (1713), pp 226 ff andxxvi (1716), 
pp. 5iff (cp also F Doto, Bibliogrqfia Maffeiima in Sludi Maffeiani (Appendue), Turin, 
■ 909 > P >2), It concerned the genuineness of some newly discovered fragments 
attributed by Pfaff to IrensCus Basnage is referred to in the same correspon- 
dence 
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draws his statements at the beginning of St xu. BecdU writes 
(pp viuff) 

Gommaando dalla Tragedia, si pu6 dire essere stata questa la pih 
fortunata, che sulle Scene si vedesse Mentre ancora lavoravasi, avendone 
il Sig Abate Giuseppe Signoretti Piemontese mandati 1 due pnmi Atti a 
Roma aJ Sig Leonardo Adami, quell’ ammirabil giovane, nommato tra 
primi Letterati d’ Italia dal Sig Alberto Fabnzto nel tredicesimo tomo 
della sua Biblioteca Greca, questo distico nella nsposta gli mand6 

Cedite Romant Scnptores, cedite Gran, 

J^escto quid majus nasatur (Edtpode 

ch’ k imitazione di quel di Properzio \Eleg , 11, 34, 11 65 f] nfento da 
Donato nella vita di Virgilio, e fatto sopra 1 ’ Eneide appena cominciata, 
qual diceva 

Nescio quid majus nasatur Iliade 

Ma perche il vero paragone deUe Tragedie e il recitarle in un Pubblico 
frequente, e numeroso, ricordero, come rappresentata questa in Venezia 
r anno 1714 quando il nome di Tragedia sulla publica Scena era da 
grandissimo tempo andato in disuso, e m total dimenticanza, c quando si 
disperava che in stagione d’ allegria giugnesse pure il popolo a soffrire una 
favola ignuda d’ amori, e tanto grave, e patetica, cosi smisurato favore 
incontrb, che convenne seguitare a farla quasi tutto il carnevale con folia 
sempre maggiore di sceltissima udienza, onde i Teatri di Musica quasi 
abbandonati restarono, e convemva che nel recitare piii e pib volte gli 
Alton si soffermassero, interrotti dal commovimento, e dagli applausi 
A 1 Pastorfido hanno resa testimomanza le uiolte edizioni, e le vane 
traduzioni molto piii alia Merope, perchfe in scdici anni sopra trenta 
nstampe fatte se ne sono, e fuor d’ Italia in Vienna, in Parigi, in Londra, 
ed fe stata tradotta in Francese, in Inglese, e m Tedesco e si stamper^ 
forse con quelle traduzioni appresso, accio a forastien anche per la lingua 
servir possa ^ In Francese, oltre la traduzione stampata dal Sig Freret in 
prosa, un’ altra ve n’ e di bravo Poeta Tragico in versi 

Lessing, however, also consulted Riccoboni, where he found 
{Histoire du Thidtn ilalien, ed at 1, p 82) 

' The French translation by Freret appeared m Pans in 1718, and there 
was another by Du Bourg, published in 1743, Riccoboni had already included 
one in his Mouveau Thddtre italien, a German translation (in prose) appeared at 
Vienna in 1 724, and there was another by F Moltcr (Deutsche Schaubuhne zu Wienn, 
lu, Vienna, 1752), there was an English one by William Ayre, London, 1740 
Cp CEuvres Computes de VoltaiTetV&Ta, 1877-85, iv, p 179, cp also F Doio, op at 
pp, 1 1 f The edition of Maffei’s tragedy pubhshed at Verona in 1745 mcluded the 
translations of Friret and Ayre 
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Jc donnai la Merope du meme Marquu Mqffet , on ne s^auroit exprimer 
le bruit qu’elle fit et les applaudissemens qu’clle re^iit, il s’en fit quatre 
Editions dans la meme annde.^ 

Lessing recalls the fact (xl, 75) that two Italian dramatists of the 
sixteenth century had treated the story of Cresphontes and Merope 
G B Liviera and P Torelli In lus Dedication ‘ all’ Altezza Serems- 
sima di Rinaldo I Duca di Modena’, Maffei had said 

Ml perdoni V A questo breve svagamento, e ritornando al proposito, 
Gio Batista Liviera, che stamp6 nel 1588 una Tragedia su questo Sog- 
getto, prese nell’ essenziale la constituzione da Igino II Conte Pomponio 
Torelli, che ne publich un’ altra nel 1598,“ segui panmente la traccia 
stessa cosi questi Poeti rinovarono in parte Euripide senza saperlo * 

And also Altri per6 si pensava, che mio intento fosse d’ andar seguendo 
le vestigia di quella, e di rappresentarla quanto t possibile , talchfc 10 potcssi 
poi intitolar la mia Indovinamento sopra Euripide, come 1 ’ insigne Matematico 
Vincenzio Vmani intitolh Indovinamento sopra Apollomo Pergeo il suo Trattato 
de’ Massimi e de' Minmi Ma 10 tutto all’ incontro nella mia tessitura ho 
anzi cercato d’ aJlontanarmene, e ci6 si per fare una Tragedia nuova, si per 
non creder vietato il tentare qualche cosa di piu * 

This is followed by the passage quoted by Lessing in his foot-note 
(xxxix, 112 fF). 

The situation of a mother who loves her son so deeply as to commit 
a terrible crime in order to avenge him suggested to Maffei (xl, 85) 
the idea of making his tragedy one of maternal love, to the exclusion 
of any other motive (cp Dedication, ed of 1730, p xxxix) ® 

onde cercai di condurmi per affatto diversa strada, singolarmente 
facendo, che il giovane non venisse in Messenia per far la sua vendetta, ma 
fosse ignoto a se stesso, e ci capitasse a caso , e facendo, che non sia creduto 

* Lessing’s translation, Theatralische BMiothek, 11, pp 206 f See also Leris’ 
notice quoted above, p 212 In a review of a translation of an Italian tragedy 
Rutzvanscad, il Giovine, in Gottsched’s Neuer Buchersaal der schonen Wissenschajten und 
freyen Kunste, 1 (1745), pp iibff, mention 14 made of Maffci’s Merope and its 
popularity, as shown by the number of editions and translations (pp 1 18, 134) 

* This date should be 1589 1598 was the date of the second edition Cp 

T Copelli, Il Peatro di Scipione Maffei, Parma, 1907, pp 103—7 Lessing could also 
have found the titles of the tragedies by Liviera and Torelli in Allacci’s Drammaturgia, 
Venice, 1755, cols 228, 525 f 

® Ed of 1730, p xxxviii, the passage occurs, with slight verbal alterations, in the 
ed of 1763, pp xxvii f 

‘ Ed of 1 730, pp xxxvi f , with slight verbal differences in the ed of 1 763, 
pp XXV f Ed of 1 763, p xxviii 
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da Mcropc uccisor del suo figlio per afFermarlo lui, ma per combinazidne 
d’ accidenti lasciando 1’ idea pnncipalc, ch’ lo mi son prefissa, ao6 di 
dipingere una Madre, il che ad essi non cadde in ammo 

And he modified his plot accordingly 

Lessing admits (xLii, i) that the Italian Merope has its faults 
Maffei IS no poet, he approaches his theme as an imitator and a 
moralist, he has more fancy than poetry, in short, he is a ‘ Litterator ’ 
and ‘ Versificateur’, rather than a genius and a poet ^ As a versifier 
(28) he shows too great fondness for descriptions and similes, Lessing 
instances Egisto’s circumstantial description of his fight with the 
robbers in Act i, sc 111 He describes happenings, such as the fall of 
a heavy body into water, with tedious detail , a man being tned for 
his life could not be expected to be so ‘childishly accurate’ As a 
‘Litterator’ (57), he has too much respect for the simplicity of the 
Greek stage, and shows too close an observance of Greek customs 
Our emotions are not roused by a form strange to our own age He 
is too fond of imitating fine passages in the ancients, without due 
regard to their appropriateness to a dramatic work A Nestor in the 
epic IS all very well , in tragedy he is intolerable Here Lessing had 
in mind the following passage from Maffei’s ‘Proermo’ 

Concorrevano altrc ragioni ancora Si ha da Plutarco, e da Igino, che 
colui dal quale fu Merope trattenuta, e che avea nodnto Cresfonte, era 
un Vecchio fi noto, che il rappresentare 1 costuim delle eta h uno de’ im- 
glion fonti della perfetta Poesia jEtatis cuiusque notandi sunt Ubi mores 
Ma delle etk niuna 4 atta ad essere imitata con maggior grazia, pih a lungo, 
e in piu modi della vecchiezza In Teatro si puo quasi dire, che fino allora 
niun 1 ’ avea fatto perchc Vecchi sono introdotti da Eschilo ne’ Pcrsiani, 
e nelle Supplici, da Eunpide nell’ Elena, nell’ lone, e nell’ Ifigema in 
Aulide , ma non posero studio per dipingergli come vecchi cosi de’ Moderni 
pu6 dirsi Molti e bcllissimi tratti ne ha bensi il Nestore d’Omero ^ 

Lessing also quotes (85) a passage from Maffei’s Dedication, in which 
the latter states that he had not sought to incorporate in his play 
fragmentary lines of the play of Euripides 

There are times, however, Lessing says (77), when we could wish 
that Maffei had had a better memory, as when Ismene speaks of a 
theatre (Act iv, sc vii) before theatres existed ® He objects to this, 

^ See below, p 453 

• This passage is not in the edition of 1730, it occurs m the edition of 1763 on 
pp xcv f 

® It might be noted that Lessing allows himself a similar anachronism in his own 
Nathan der Weisi (Act iv, sc 11, 11 2522 f ) 
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not merely as an anachronism, but as one that is destructive of the 
illusion One would hardly expect it, he says, of a poet who in his 
preface excuses himself for having used the name Messene (Messenia), 
at a time when no town of Messene yet existed . 

La Citti di Messene e assai credibile, che in que’ tempi non vi fosse 
ancora, non essendo nominato da Omero, con tutto ci6 in antichitii cosl 
remota, cd oscura ho stunato meglio di porre in essa I’azione, e di ntenere 
un nome gii noto, e di miglior suono ^ 

The genesis of Voltaire’s Mirope and its debt to Maffei have already 
been discussed in my chapter on Lessing’s criticism of the French 
drama (pp a 1 1 ff ) Here we have to turn to the controversy in which 
Voltaire became involved with the Italian Marchese In his dedica- 
tion to Maffei, Voltaire had instanced (cp XLi, 87) the garrulousness 
of Pohdoro* 

Dans votre quatriime Acte, le vicillard Polidore demande k un homme 
de la Gout de Mhape, qui il cst’ Je suis Eunses Ic fils de Nicandre, r6pond-il 
Pohdore alors en parlant de Nicandre, s’exprime comme le Nestor d'Homire 

Egh era umano 

E liberal, quando apparwa, tuUi 
Faceangli onor, lo mi ricordo ancora 
Di quanto ei festeggid con bella pompa 
Le sue nozze con Silvia, ch'era figlia 
D' Olimpia e di Clicon fratel d'lpparco 

[Act IV, sc iv ] 

Et dans un autre endroit, le meme vieillard, invite d’aller voir la 
cdrimonie du manage de la Rcine, r^pond 

Oh curioso 

Punto 10 non son, passd stagwne Assai 
Veduti ho sacrijicii, to mi ricordo 
Di quello ancora quando il Re Cresfonte 
Incomincid d regnar Qjiella fii pompa 
Ora piu non si fanno a questi tempi 
Di cotai sacnficj Piii di cento 
Fur le bestie svenate I Sacerdoti 
Risplendean tutti, ed ove ti volgessi 
Altro non si vedea che argento ed oro 

[Act V, sc v ] 

^ Ed of 1730, p XXXV, ed of 1763, pp xxiv f 
* (Euvres, ed cit vm, pp 228 ff 
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Tous ca traits sent nails tout y est convenable i ceux que vous intro- 
duuez sur la seine, et aux tnoeurs que vous leur donnez Ces familiantis 
naturelles eussent 6t6, k ce que je croi, bien revues dans Athines, mais 
Paris, et notre Parterre, veulent une autre espece de simpbciti 

Vous avez pu, dans votre Tragedie, traduire cette ildgante et simple 
comparaison de Vtrgile 

Qjialis populea nuBrens Philomela sub umbra, 

Amissos guentur fatus ^ 

Sije prenais une telle libertd, on me renverrait au Poeme epique, tant nous 
avons affaire a un Maitre dur, qui est le public 

Nescis htu nesns nostra fastidia Roma [ ] 

Et puen nasum Rhmocerontis habent * 

Les Anglais ont la coutumc de finir presque tous leurs Actes par une 
comparaison, mais nous exigeons, dans une Tragedie, que ce soit les Hdros 
qui parlent, et non le Poete, et notre public pense que dans une grande 
ense d’affaires, dans un conseil, dans une passion violcnte, dans un danger 
pressant, les Princes, les Ministres ne font point de comparaisons poetiques 

Lessing omits the reference to English usage, which he had already 
discussed (xv, 96 ff ) The passage in MaffeTs drama to which Voltaire 
refers is spoken by Pohfonte in Act in, sc 1 

Or freme, ed urla, or d’ una in altra stanza 
Sen va gemendo, e chiama il figlio a nome 
Qual Rondine talor, che ritornando 
Non vede 1 parti, e trova rotto il nido, 

Ch’ alto stridendo gli s’ aggira intorno, 

E parte, e nede, e di qucrele assorda 

Maffei, in his reply to Voltaire, denied his indebtedness to Virgil 
(ed of 1763, p 451) 

Dicesi, che ho tradotta quella di Virgiho dell’ usignolo ma veramente 
non i cosi Virgilio dice solamente con eleganza ammirabile, che quell’ Uc- 
cello SI duole, e flebilmente canta la nolle 

Flet noctem, ramogue sedens miserabile carmen 
Integral, et mastis late loca gweslibus implet ^ 

‘ Georgies, iv, 5 1 1 f 

’ The passage occurs in the Epigram of Martial numbered i, 111 in most 
modem editions, and runs thus 

‘ Nescis, heu ncscis dominx fastidia Roma 
Et pueri nasum Rhinoccrotis habent ’ 

“ In Virgil (Georgies, iv, 514 f ) the passage refers to Orpheus’s grief for Eurydice, 
in Maffei Pohfonte is describing Merope’s grief for her son 
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Ma 10 rappresento ci6 che la rondinc fa, tomando al mdo, nell’ atto di 
trovarlo disfatto 

Ch' alto stndendo git s’aggtra intomo, 

E parte, e nede, e dt querele assorda 

onde VI assicuro, che non Virgiho, ma una rondine ebbi in mente, che mi 
era occorso di veder poco innanzi fare appunto cosl 

Lessing refers (xli, 135) to Voltaire’s further criticism, which is as 
follows 

Comment pourrais-je encor faire parler souvent ensemble des personnages 
subalternes^ Ils servent chez vous k priparer des scenes mt^ressantcs entre 
les prmcipaux Acteurs, ce sont les avenues d’un beau Palais mais notre 
public impatient veut entrer tout d’un coup dans le Palais II faut done 
se plier au gout d’une Nation, d’autant plus difficile, qu’elle est depuis 
longtems rassaside de chefs-d’oeuvres ^ 

When Lessing sums up Voltaire’s letter in his witty ‘paraphrase’ 
(xu, 144) ‘ Mein Herr Marquis, Ihr Stuck hat sehr, schr viel kalte, 
langweilige, unnutze Scenen’, he is no doubt reading more malice 
into Voltaire than the latter felt The letter is not necessanly ‘ Persif- 
flage’ (159) “ 

What followed Voltaire’s dedication^ A letter, says Lessing (xli, 
38), from a fictitious personage, ‘de la Lmdelle’, to Voltaire, to this 
Voltaire replies, but ‘Dieser ganzen Correspondenz mit sich selbst, 
dunkt mich, fehlt das mteressanteste Stuck, die Antwort des Maffei’ 
(xLii, 142) As we have seen, however, Maffei did reply at once to 
Voltaire’s dedicatory letter ® 

Lessing now turns to Lmdelle’s systematic attack on the Italian 
Metope (xLii, 1 1 3 ff ) Lmdelle, he admits, is not always wrong in his 
criticism, but he is intent on trampling Maffei underfoot, on de- 
stroying him, and to this end he distorts the truth, Voltaire indeed 
seems to have had some perception of this (138) In point of fact, 
Voltaire closed the controversy with a short ‘Reponse a M de la 
Lmdelle’, in which he reproached his man of straw for not having 
pointed out the merits of Maffei 

Lindelle’s attack did not mince words 

L’int6ret de Mirope est tout autrement touchant que celui de la Tragddie 
d'Athalte, mats il parait que Mr Maffei s’est contente de ce que prdsente 
naturellement son sujet, et qu’il n’y a mis aucun art thdatral 

'■ CEuvres, ed at viii, p 231 

® Lessmg’s quotation ‘Desinit in piscem mulier formosa supeme’ (xu, 158) a, 
of course, from Horace^s Ars poetica, 1 4 (Desmat in piscem mulier formosa supeme) 

‘ See above, pp 216 f 
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NuUc vraisemblance, nuUc digmtc, nulle biens^ancc, nul art dans le 
Dialogue, cela serait sifQd i Pans par les moins connaisscun . Ces 
sc&na froides ct indicentes, qui nc sent imagin^es que pour remplir un 
Acte, nc aeraicnt pas souffertes sur un Thdatre Tragique regulicr Vous 
vous fetes contente, Monsieur, de remarquer modestement une dc ces sefenes, 
dans laqudle la suivante de Mirope pne le Tyran de ne pas presscr les ndees , 
parce que, dit-elle, sa Maitresse a un assaut de Jiivre et moi, Monsieur, je 
vous dis hardiment, au nom de tous les connaisseurs, qu’un tel dialogue, et 
une telle reponse, ne sont dignes que du Thdatre d'Arlequtn.^ 

And Lessing quotes its conclusion (xlii, i i 9) 

En un mot. Monsieur, I’ouvrage de Maffei est un tres beau sujet, et une 
trfes mauvaise pidce Tout le monde convient k Pans, que la representation 
n’en serait pas achevde, et tous les gens sensds d’ltalie en font trfes peu de cas 
C’est trfes vainement, que I’Auteur dans ses voyages n’a nen ndgligd pour 
engager les plus mauvais Ecnvains a traduire sa Tragddie il lui dtait bien 
plus aisd de payer un Traducteur que de rendre sa pidce bonne “ 

Lessing contends that in almost all points Lmdelle’s censure has 
to be palliated, Maffei may have made mistakes, but they are not 
always as absurd as LindcUe would make them out to be (xliii, 4) 
And he instances the case, which has already been quoted, where 
Maffei’s texts show different readings, and where, in his opinion, the 
argument is fabe 

Egiste, qui a dtd annonce comme un voleur, et qui a dit, qu’on I’avait 
voulu voler lui-mfeme, est encor pris pour un voleur une seconde fois, il 
est mend devant la Reine malgrd le Roi, qui pourtant prend sa defense 
La Reine le lie i une colomne, le veut tuer avec un dard, et avant de le 
tucr cllc I’lnterrogc Egiste lui dit, que son pfere est un vieillard, et fe. ce 
mot de vieillard la Reine s’attendnt Voil^-t-il pas une bonne raison, de 
changer d’avis, ct de soup^onner, qu'Egiste pourrait bien fetre son fils? 
Voili-t-il pas un indicc bien marque^ Est-il done si dtrange qu’un jeune 
honune ait un pfere agd Maffei a substitud cette faute, et ce manque d’art 
et de gdnie, k une autre faute plus grossifere qu’il avait faite dans la premifere 
ddition Egiste disait fe la Reine Ah ^ Pohdore, man pire ® Et ce Polidore 
dtait en effet I’homme ^ qui Mirope avait confid Egiste Au nom de Pohdore, 
la Reine ne devait plus douter Egiste ne fut son fils, la pidce dtait fime 
Ce ddfaut a dtd otd, mais on y a substitud un ddfaut encor plus grand * 

1 (Eiwres, ed at viii, pp 236 ff * Ibid p 241 

’ The exact form of this quotation does not correspond to those in the editions 
of 1714, 1730, 1745, and IS not quoted in the variants given in the edition of 1747 
(pp. 49 f) 

* (Euures, ed at viii, p 238. See above, p 282 
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Lessing’s defence of Maifei against Voltaire’s pedantic objection is 
reasonable, provided that the essential artifiaality of the situation is 
accepted It does not matter very much which of the readings we 
choose Lessmg sums up by saying (63) that it is not so serious that 
Merope should come a second time to murder her son, as that the 
poet should use the motive of chance so freely as to allow it to occur 
twice in the play 

To illustrate obvious and intentional ‘falsifications’ by Lindelle, 
Lessing quotes (83) from the following passage 

Le quatn<5me Acte commence encor par une sc^ne froide et inutile entre 
le Tyran et la suivante ensuite cette suivante rencontre le jeune Egiste, 
je ne sai comment, et Im persuade de se reposer dans le vestibule, afin quc, 
quand il sera endormi, la Reine puisse le tuer tout k son aise En effet il 
s’endort comme il I’a promis Belle intrigue ' et la Reme vient pour la 
seconde fois une hache k la main pour tuer le jeune homme qui dormait 
expr^s Cette situation r^p^tee deux fois est le comble de la st^nlitd, 
comme le sommeil du jeune homme est le comble du ridicule Mr Mqffei 
prdtend qu’il y a beaucoup de genie et de variete dans cette situation 
ripdtde , parce que la premiere fois la Reme arrive avec un dard, et la 
seconde fois avec une hache quel effort de gdme ' 

Enfin le vieillard Pohdore arrive tout k propos, et empeche la Reme de 
faire le coup on croirait que ce beau moment devrait faire naitre mille 
mcidens int^ressans entre la mfere et le fils, entre eux deux et le Tyran 
Rien de tout cela, Egute s’enfuit, et ne voit point sa mire, il n’a aucune 
scene avec elle, ce qui est encor un defaut de g6nie insupportable Mirope 
demande au vieillard, quelle recompense il veut, et ce vieux fou la prie de 
le rajeumr Voili i quoi passe son terns une Reme qui devrait counr apr^ 
son fils Tout cela est bas, deplac^ et ridicule au dermer point * 

So much for Lindelle’s misrepresentations In St xliv Lessing 
turns to his criticisms , but as his argument is of the tu, quoque kind, 
directed to showing that Voltaire was equally at fault, that he even 
aggravated Maffei’s pseudo-classic artificialities, I have deadt with 
this criticism above m connexion with the French play “ 

The commentators on the Hamburguche DramaUiTgie are unammous 
in discovering another reference to Maffei in that work In St xxxn 
(in) Lessing says ‘Hemach lebte, zu Anfange des itzigen Jahr- 
hunderts, irgendwo in Italien, ein Pedant, der hatte den Kopf von 
den Trauerspielen der Gncchen und seiner Landesleute des sechs- 
zehnten Seculi voU, und der fand an der Rodogune gleichfals vieles 

^ (Ewires, ed cit viii, pp 239 f * Sec above, pp 2 1 7 ff 

19-2 
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* 

aiiszusctzen ’ On the ground that MafTei wrote Osservaztora sopra la 
Rodoguna in 1700 [Rime e Prose, Venice, 171^),^ this sentence has been 
held to refer to him But it is far from likely that Lessing would 
describe a well-known writer, intimately associated with Verona and 
then little more than ten years dead — Maffei was bom in 1675 and 
died in 1755 — as having ‘lived somewhere in Italy at the beginmng 
of the century’, nor was there any ground for saying that Maffei’s 
head was ‘full of the tragedies of the Greeks’, although he did edit 
some plays by his countrymen of the sixteenth century The word 
‘pedant’, moreover, seems inapplicable to a writer of whom it is said 
(xLU, 6) that he had ‘in his youth much inclination for poetry’, and 
that he wrote with great ease ‘ in all the different styles of the most 
famous poets of his country ’ The reference here is not to Maffei, but 
to Count Pietro dei Conti di Calepio, the unnamed author of the 
Paragone della Poesta tragtca d' Italia con guella di Francia, published by 
Bodmer at Zurich in 1 732 In this little volume there is much about 
Greek and early Italian drama, and Rodogune is severely handled “ 

* Cp F Doro, op at pp 8, 13 I Pindemonte, Elogi de' Letterati, Verona, 
1825-26, 1, p 249, cites the identical edition of 1719 (pp 165 ff) 

• See my note in the Modem Language Renew, xiii (1918), pp 482 ff On the 
possible influence of Calepio on Lessing’s dramatic theory see below, pp 365, 
366, note 3, 367, 420 



CHAPTER IX 


THE SPANISH DRAMA 

In early days Lessing had turned with some zeal to the study of 
Spanish ^ In a letter to his father of November 2, 1 750, he wrote 

Auf das Spanische habe ich erne Zeit her sehr viel Fleiss verwendet, und 
ich glaube meine Muhe nicht umsonst angewendet zu haben Da es eine 
Sprache 1st, die eben in Deutschland so sehr nicht bekannt 1st, so glaube 
ich, dass sie mir nut der Zeit nutzhche Dienste leisten soli ^ 

And his first two dramaturgic journals and a number of book reviews 
bear witness to a growing interest in Spanish literature 

In the preface to the Beytrage zfir Histone und Aufnahme des Theaters 
he states 

Wir werden besonders unser Augenmerk auf das englische und spanische 
Theater richten Eben so 1st es mit dem Lopez de Vega, Augustin 
Moreto, Antonio de Mendosa, Francisco de Rojas, Fernando de Zarate, 
Juan Perez de Montalvan, Antonio de Azevedo, Francisco Gonsalez de 
Bustos und andern Diese smd alle Manner, die zwar eben so grosse Fehler 
als Schonheiten haben, von denen aber ein vernunftiger Nachahmer sich 
sehr vieles zu Nutze machen kann ® 

Whence Lessing derived this extraordinary list of authors — of whom 
several are quite unknown or unrecognisable, and amongst whom 
Calderdn is not mentioned — is still an enigma There is nothing 
further about Spanish drama in the Beytrage, but in his Theatrahsche 
Bibliothek Lessing devoted a section to an Auszug aus dem Trauersptek 
Virginia des Don Augustino de Montiano y Luyando Here he wrote 

Die Schriftcn der Spanier smd diejenigen, welche unter alien ausland- 
ischen Schriften am wemgsten unter uns bekannt werden Kaum dass man 
einige ihrer jetztlebenden Gelehrten in Deutschland dem Namen nach 
kennt, deren nahere Bekanntschaft uns cinen ganz andern Begrif von der 
Spanischen Litteratur machen wurde, als man gemeimglich davon zu 
haben pflegt Ich schmeichle mir, dass schon die gegenwartige Nachricht 

* The entire subject of Lessing’s knowledge of Spanish and Spanish literature 
has been exhaustively investigated byC Pitollet, Contnbutwns d I'itude de I’Hispamsmi 
de G E Lessing, Paris, rgog, and there is little to add to the results of Pitollet’s 
research Cp also B A Wagner, Lessings spanischen Studien, Berlin, 1 883 

* Sehnften, xvii, p 22 Cp Karl Lessing, G E Lessings Leben, Berhn, 1793-95, 

1, pp iiof “ Sehnften, IV, -p 52 See Pitollet, op cit pp 72 ff 
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ihn um ein grosses erhohen wird, und dass meine Leser crfreut seyn werden, 
den grdssten tragischen Dichter kennen zu lemen, den jezt Spanien auf- 
weisen und ihn semen Nachbarn entgegen stellen kann Es ist dieses Don 
Augustino de Montiano y Luyando, von dessen Lebensumstknden 
ich, ohnc weitre Vorrede, einige Nachncht ertheilen will, ehe ich von 
einem der vorzuglichsten seiner Werkc einen umstandlichen Auszug vor- 
Icge * 

The section was merely translated from the French version of 
A d’Hermilly, Dissertation sur les Tragidies Espagnoles, Traduites de 
I’Espagnol de Don Augustin de Montiano y Luyando, 2 vols Pans, 1754 ® 
Lessing’s attention had been drawn to this work by a review m the 
Journal des Sgavans (April, 1751) a large part of which he had translated 
in the Cntische Nachnckten of June of that year ® Later, in the Drama- 
tar gu (Lxvni, 100), I.cssing repudiated his all too favourable opimon 
of Montiano ‘ Wir sind mit den dramatischen Werken der Spanier 
so wenig bekannt , ich wusste kein einziges, welches man uns ubersctzt, 
Oder auch nur Auszugsweise mitgetheilet hatte Denn die Virgima 
des Augustino de Montiano y Luyando 1st zwar spanisch geschneben, 
aber kein spamsches Stuck ein blosser Versuch in der correcten 
Manier der Franzosen, regelmassig aber frostig ’ 

In the interval Lessing’s knowledge of Spanish drama had obviously 
widened What he must have read in Cronegk’s little essay on Die 
spanische Buhne, printed at the end of the first volume of the latter’s 
Sehnften (Leipzig, 1 765-66, pp 389 ff ) , could not but have stimulated 
his curiosity 

Es 1st zu beklagcn, dass wir m Deutschland so wemg Gelegenheit haben, 
mit den neuen Stucken, die in Spanien heraus kommen, bekannt zu werden 
Die Virgima und der Ataulpho sind fast die letztern, von denen wir etwas 
wissen, und wie weit mussen es die Spamer nicht gebracht haben, wenn 
sie diesen Meistern gefolget sind’ Da ich von der neuen spanisch Buhne 
meinen Lesern nichts besonders sagen kann so glaube ich, dass es vielleicht 
einigen unter ihnen mcht unangenehm seyn wird, wenn ich ihnen einen 
BcgrifF von der alien spanischen Buhne zu geben unternehme denn auch 
diese Nachnchten, die man von den altesten Schriftstellern in dieser Sprache 
geben kann, sind fast in Deutschland neu, und ich weiss mcht, warum die 
Bewunderer der franzos und italicn Dichter mcht die Quelle zu erforschen 
suchen, aus welcher diese so vieles geschopft, und diejemgen Schnftsteller 
ganz vergessen, die nebst den Alton die einzigen Lehrmeister ernes Corneille 
und Moliere, und so vieler andern grossen Geister waren 

* Theatralische Bibhothik, p i ij , Schriftm, vi, p 70 

* See especially preface to vol 1, pp xxv ff 

* Schnjim, iv, pp 225 f Cp also Pitollet, op cti pp 84 ff 
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Lessing probably only knew Montiano’s second ti?igeAyAtaulpho (1753) 
(Lxvm, 127) from a review m the Jounal Stranger of June, 1755 ^ 

It IS, however, generally conceded that the main stimulus to 
Lessing’s interest in Spanish was his friendship with J A Dieze, a 
native of Hamburg and professor in the university of Gottingen In 
1 768 Dieze made a translation of the Ongenes de la Poesia Castellana by 
Luis Jos6 Velazquez de Velasco, Malaga, 1 754 [Geschtehte der spanischen 
Dwhtkunst, Gottingen, with the date 1769) , and it is tempting to look 
to this work as one of Lessing’s sources of information about the 
hterature of Spam The German version, however, does not seem to 
have appeared until late in 1768, and a letter from Lessing is pre- 
served, dated January 5, 1769, in which he thanks Dieze for the copy 
of the book which the latter had sent him * But Lessing, no doubt, 
learned a good deal from his friend in personal intercourse and possibly 
in correspondence His change of view in respect of Montiano may 
have been due, as Pitollet suggests, to information which reached him 
in this way In his translation of Velazquez, Dieze states his own 
opimon of Montiano in the following note [ed ext p 373) 

Was seme beyden Trauerspiele anbetrift, so haben sie wohl unsCreitig 
das Verdienst, die regelmassigsten zu seyn, die die Spanier haben Aber 
weder die genaue Beobachtung der Regcln, die Aristoteles und seme 
Nachfolgcr vorgeschneben haben, noch die sehr schone Versificauon, 
haben diese Stucke so interessant machen konnen, als viele sind, in denen 
die Regeln nicht so angstlich beobachtet worden Sie sind ganz nach 
franzosischem Schnittc, und fehlt ihnen selbst im Styl das Eigenthumliche 
und nationale der Spanier Sie haben auch die Originalstucke bey ihnen 
noch nicht ganz verdrangen konnen, daher auch noch nicht viele Nachahmer 
dieses Geschmacks aufgestanden sind 

It IS hardly likely that Lessing knew the original work of Velazquez, 
except through extracts in the Journal Stranger of 1 755 ® What he has 
to say on Spanish drama in the Hamburgische Dramaturgie concerns m 
the mam the Spanish Essex* which interested him from the point of 

* Vol 11 of June, 1755, pp 108 ff 

* Scknften, xvii, pp 280 ff Unfortunately other letters from Lessing to Dieze 
were destroyed at the siege of Mainz in 1 793 (cp G E Lessings Sammtiiche Schriften, 
Beilin, 1771-94, XXIX, p 486, note by Eschenburg) See also Pitollet, op at 
P 198 

’ From February, 1755 to July, 1755 the journal printed a senes of articles 
summarising the contents of Velazquez' Ongenes de la Poesia Castellana For observa- 
tions on Montiano sec especially the first number of June, 1755, PP 9 * ff 

* See below, pp 300 ff 
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view of Its subject more than from any other Modifymg his previous 
praise of Montiano, he adds (Lxvni, 129) that he still prefers to turn 
to Lope and Calderdn He also proceeds to make some general state- 
ments on Spamsh drama which hardly seem based on any extensive 
knowledge After analysing the Spamsh Essex, he concludes (Lxvra, 
132) that the genuine Spanish pieces are wholly in the maimer of this 
play In condemmng the ‘Kunsteleyen’ of the dialogue in Act ij 
sc XU (lxu, 120), Lessing had already compared the Spanish dramas 
with the German ‘ Staats- und Heldenactionen ’ Haupt- und Staats- 
aktionen’], an association which was suggested m Lowen’s Geschtchte 
des deutschen Theaters 

Die emsthaften Stucke, welchc Velthem spielte, waren spamsche 
geradebrechte Uebersetzungen, die unter dem lacherhchen Titel der 
Haupt- und Staatsaktionen die Stelle des Trauerspiels vertraten ^ 

The charactcnsation of Spanish plays which follows later (lxviii, 
135) ‘ Eine ganz eigne Fabel , eine sehr smnreiche Verwicklung , sehr 
viele, und sonderbare, und immcr neue Theaterstreiche, die aus- 
gespartesten Situationen, meistens sehr wohl angelegte und bis ans 
Ende erhaltene Charaktere, nicht selten viel Wurde und Starke im 
Ausdrucke’, would appear to come from Du Perron de Castera, 
Extraits de plusuurs pieces du TMatre espagnol, avec des Reflexions, et la 
Traduction des endroits les plus remarquahles (2 vols Amsterdam and Pans, 

1738) “ 

Toutes ces oppositions de geme, ces differences prodigieuses de notre 
Scene et du Theatre des Espagnols, ne doivent pas nous faire imagmer 
que leurs Pieces n’ont aucun meritc On y trouve beaucoup d’invention, 
des sentimens nobles et pleins de d^licatessc, des caracteres marques avec 
force et soutenus avec dignitd, des situations heureuses, des surprises bien 

' Reprint, ed Stumckc, p 15 In a note Lowen refers to Gottsched as his 
authority (cp Notiiign Vorrath, 1, pp 52 f, under the date 1520) Cp Schroter and 
Thiele, ed cjt pp 360! These latter critics also refer (p 361) to the following 
from Nicolai’s Beschreibung ewer Reue durch Deutschland und die Schweiz im Jahre 1781, 
IV (Berhn, 1784), p 566 ‘Mem sel Freund Lessmg besass, aus dem Nachlass der 
benihmten Neubermn, erne Anzahl dieser Ludovicischen Stucke Es waren darmn 
nach damaliger Art, zum Extemporircn, nur die Folge und der Inhalt der Auftritte 
angezeiget, und nur wenige Hauptsceneu waren ganz ausgeschneben Ich 
erinnere mich besonders noch des Grafen von Essex, des Kromwell, und des Koiugs 
von Bohmen ’ The ‘Haupt- und Staatsaktionen’, however, were in the mam 
developed m Germany, though subject to foreign influences 

* Vol 1, pp 8 IT Cp also B A Wagner, op nt pp 12 f , A Sauer in Vurtel- 
jahrsehnjl fir Luteraturgeschichte, 1 (1866), p 24, and PitoUet, op cil pp 181 ff 
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m6nag6es/ un grand fonds de Coimque, un feu d’lnt^t qui ne laisse point 
languir le Spectateur 

Voili les beaut6s que nous offrent presque toutes les Comddics de Lop^ 
de V^ga, de Don Guillen, de Don Pedro Calderon et d’autres Podtcs 
lUustres qui font honneur k I’Espagne Ainsi la connoissance du Theatre 
Espagnol n’est point mdiffcrente pour les Belles-Lettres, on peut en tirer 
d’cxcellens sujets qui auront pour nous les graces de la nouveaut^ II ne 
faut qu’adopter I’lnvention, simplifier les matieres, ilaguer les avantures, 
saisir les images, presser les mouvemens et relever quelquefois le Comique, 
cette espece d’lmitation pratiqu^e avec gout pourroit nous procurer des 
copies qui vaudroient des Origmaux 

Pitollet also suggests (pp 182 f ) — but this appears more doubtful — 
that the following passage from Lesage’s Thidtre espagnol,^ the sub- 
stance of which also appears in Goujet’s Bihbothique frangoise? may 
have been m Lessing’s mind 

Ce n’est pas tout, les Pieces Espagnoles sont remphes de contre-temps 
ingenieux, de contranet^s dans les desseins des Acteurs, et de mille jeux 
de Theatre qui reveillent k tout moment I’attention du spectateur Enfin 
leurs intrigues ont presque toutes du merveilleux, mais ce merveilleux ne 
donne pas dans le fabuleux et le romanesque, et comme ils le ramenent 
tofijours au vraysemblable par les regies de Part, il fait un admirable effet 
sur la Scene Nos Francois ne connoissent point ces beaut^s, il ne paroit 
pas du moms qu’ils les ayent ass^s recherch^es dans les Pieces qu’ils n’ont 
pas copides ou imitees des Espagnols 

Again, the description of ‘Cosme, dieser spanische Hanswurst’ 
(lxviii, 152 ff) may have been suggested, according to Pitollet 
(p 216), by Du Perron {op at 1, p 4) 

Outre cela dans les Pieces Espagnoles, souvent le tragique le plus relev6 
se trouve confondu avec le burlesque, souvent un Bouffon qu’ils nomment 
le Laquais gracieux, ou bien quelqu’autre Personnage de mcme itoffe, prend 
la liberty d’lnterrompre les Heros et les Rois au milieu des situations les 
plus touchantes, pareille inddcence nous revolteroit Elle rdvolioit aussi 
Philippe II Ce Prince, au rapport de Lopes de Vdga, ne voyOit jamais 
sans ddgout la majestd des grands Roles avilie par un badinage si ddplacd, 
et certamement il avoit raison 

Spamsh dramas, Lessing says (lxii, 141), have only three acts, 

^ Pitollet (op cit p 182) points to this term as the original of Lessmg’s ‘aus- 
gespart’, a technical term still used in water-colour painting 

* Thdatre espagnol. La Haye, 1700, Preface, pp [iii] f 

’ BMtatlUque Jranpotse, viii (Pans, 1755), chap xiv, pp 159 f 
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which are called ‘Jomadas, Tagewerke’ ^ The oldest pieces had ibur. 
Virves was the first to reduce this number to three ; and Lope de Vega 
followed him We learn this, he adds, from a passage m Lope’s ArU 
nuevo de hazer Comedias en este tiempo, which is appended to his Runas. 
Lessmg quotes, in a note, the lines in question (215-21) To this 
statement he finds Cervantes opposed, that writer claiming in the 
preface to his comedies* to have reduced the Spanish tragedy from 
five acts to three The source of this information was perhaps a review 
of Velazquez’ Ongenes de la Poesla Castellana in the Journal itranger of 
May, 1755, where the following statement is made (pp 73 f ) 

Cervantes, dans le Prologue de ces huit Comedies, se vante d’avoir 
le premier qui divisa la Com^die en trois joum^es, et qui fit voir pour la 
premiere fois cette division sur le Theatre, dans sa Com^die de la Bataille 
Navale, mais Naharro avoit d6ja donn6 ce nom k ses Actes On voit par 
Ik combien Lopd de Vega s’est trompe, en attnbuant cette invention k 
Chnstophe de Virves, quand il dit 

El Capitan Virves, insigne ingegno, 

Puao en tres Actos la Comedia, que antes, 

Andaba en quatro, como pies de nino 

Le Gapitaine Virves, cdlebre par son esprit, ne donna k la Comidie que 
trois Actes, au lieu de quatre, avec lesquels elle se pr6sentoit autrefois, 
semblable k un enfant qui marche k quatre pattes 

Only three lines of the passage from Lope are quoted in the 
Journal itranger, thus Lessing evidently turned to the original (1609), 
of which he may have had the edition of 1623 * 

The redondilla, which is introduced into Act ii of the Spanish 
Essex, and which Lessing quotes, gives occasion for a note of explana- 

* Pitollet (op cit p 203) points out that ‘jornada’ means ‘Tagereise’ rather 
than ‘Tagewerk’, but Lessing may be translating ‘journec’ from the French 
’ Comedias y Entremeses de Miguel de Cervantes Saavedra, Madrid, 1749, 1, 
p [hex] (p [iiij of the 1615 ed of which this is a reprmt). Prologo al Lector ‘Donde 
me atrevi k reducir las Comedias k tres jornadas, de cinco que tenian ’ 

' In the I Gog edition, the lines are on pp 205 f Cp a letter from Meinhard to 
Nicolai of December 1 7, 1 765 ‘An Herm Lessing werde ich nachstens die Poesien 
des Lope de Vega zurucksenden Durfte ich bitten, ihn zu fragen, ob er etwas von 
Spamschen Buchern aus der Auction fur mich ubng hat’ ' (Danzel and Guhrauer, 
op cit 11, p 654 ) Lessing had also a French translation of Lope’s Arte nuevo (cp 
Che/s-d’aowre des Th/dtres itremgers, xii (Th^Stre Espagnol, i). Pans, 1822, pp Ixix ff , 
and especially p Ixxv) Cp further A Morel-Fatio, L’Arie nuevo de Hager Comedias 
en este Tiempo de Lope de Vega in Bulletin hispanique, Annales de la Faculty des Lettres 
de Bordeaux, 111 (igoi), p 393 See also below, p 395 
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don (Lxra, 103).^ In connexion with this, he observes that the 
Spaniards have a kind of poem called ‘Glossa’ [nc] in which hnes 
from the text (‘ Mote’ or ‘Letra’) are elaborated But all ‘ Glossas’, 
he says, need not be as symmetrical as that in the Conde de Sex These 
‘ Glossas ’ are only to be found in the older Spamsh poetry , after Boscan 
and Garalasso they fell mto disuse The source of this information 
seems to have been again the chapter in Goujet’s Btbhothique frarifoue,^ 
where G Lancelot’s [de Tngny’s] Nouvelle mdthode pour apprendre la 
langue espagnole (Pans, 1660) is discussed Here Goujct, drawing from 
Lancelot, makes the following statements about Ta Glose’ 

[Les Closes sont] ces pieces oh Ton prend d’abord ‘quelque mot ou 
quelque sentence’, sur laquelle on fait ensuite ‘des vers ausquels ce mot 
et cette sentence servent de repnse’ 

Les Espagnols ont ^t^ longtems sans connoitre d’autre forme de poesie, 
que celle dont je viens de parler Dans la suite Jean Boscan et Garcilasso 
de la Vdga, morts avant le milieu du seizi^me siecle, introduisirent dans 
leur langue la forme de la poesie Italienne qu’ils connurent par la com- 
munication qu’ils eurent avec les meilleurs Poetes Italiens de leur terns 
dans les voyages qu’ils firent k Naples ® 

Elle n’y a pas suivi la regie la plus ordinaire de cette ancienne poesie 
Espagnole, de r^piter chaque vers du Texte dans son ordre, k la fin de 
chaque stance de la Glose, dans celle-ci [/a Glose de Sainte Thlrese] il n’y 
a que le dernier vers du texte qui serve de reprise * 

In St LXix Lessing returns to Lope de Vega’s Arte nuevo He gives 
a paraphrase (18 ff) of lines 157-80, and quotes the original text in 
his note But the paraphrase appears to be in the main a translation 
of a French version of the poem As Pitollet has shown (p 203), this 
translation is not, as Lessing stated,^ in the Nouveau Recueil des Pikes 
fugitives d’Hisioire, de LitUrature etc of Archimbaud (Pans, 1717) but 
in the Pieces fugitives d’histoire et de litUrature anciennes et modernes, edited 
by Flachat de Samt-Sauveur (pseudonym of the Abb6 A de Tncaud), 

^ The redondilla is in general a four-lined strophe, usually rhyming a ft a 
Cp Petersen, ed at p 235, and C Lancelot [de Tngny], Nowielle mdthode pour 
apprendre la langue espagnole, 2nd ed , Pans, 1665, pp 91 ff 

* Ed cit viii, pp 152 ff 

^ Ibid p 152 The words enclosed in quotation marks occur in Lancelot, at 
P 103 

* Goujet, op at p 155 

* In his notes Gelehrten-Geschichte und Literatur [Schnften, xvi, p 238) ‘Lope 
de Vega’s Kunst, neue Koraodien zu machen Dieses Werkchen, woraus ich 
in dcr Dramaturgic erne Stelle ubersetzt habe, hat der Abt Archimbaud, 
Franzosisch ubersetzt, semen Pieces fugitives. Part II, p 248 mit cmgeruckt ’ 
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u (Paris, 1704), pp 248 ff The translation is entitled Nouvelk Pratique 
de Thiatre, accommodie d. V usage present d’Espagne, adressie i I’Acadtmu de 
Madrid et traduite de Vespagnol de Lopez de Vega (par 1 ’ Abb6 de Chames) ^ 
The passage which Lessing quotes is as follows in the French version 

II faut done choisir un sujet, et les regies me pardonneront sije dis qu’il 
n’lmporte pas que ce soit faction de quelque Roi Quoi qu’d soit vrai, 
comme on me I’a dit, que Philippe le Prudent, Roi de notre Espagne et 
notre Souverain, voyant paroitre un Roi dans nos Comedies, ne pouvoit 
pas s’en accommoder, soit que ce fut un effet de son bon gout pour le vrai, 
soit qu’il trouvdt mauvais de voir la Majesty Royale avilie parmi le menu 
pcuple Ge qui est en effet en revenir a I’ancienne Com6die, dans laquelle 
Plaute mettoit les Divinitez, Jupiter, par exemple, dans son Amphitrion 
Dieu s(;ait aussi la peine que j’ai de I’approuver, apres ce que Plutarque, 
parlanl de Menandre, a dit contre cette Comidie ancienne Mais puis 
que nous nous rfloignons des regies, et que nous les m^pnsons si fort en 
Espagne, Messieurs les Doctes n’ont qu’a prendre patience et se taire II 
faut done sans difhcultd meler le Tragique avec le Comique, Terence avec 
Seneque formeront une espece de Unnotaurc, une partie de la pi6ce 
sera serieuse et I’autre burlesque Cette vanete plait infinimcnt, El en 
effet, n’cst-elle pas fondee sur la nature, qui n’est belle que par cette 
diversite’* 

In a letter to Dieze of January 5, 1769 which has already been 
quoted, Lessing mentions that he has collected ‘eine ansehnliche 
Menge’ of Spanish comedies 

Denn selten 1st ein Hamburger, der sich zu Cadix bereichert, wieder 
zuruckgekommen, ohne cm Paar Komodicn mitzubnngen Von einer 
babe ich in dem Gosten bis Ggsten Stucke meiner Dramaturgic einen 
weidauftigcn Auszug geliefcrt, und ich mochte wohl wissen, ob Ihnen 
diese unter dem Namen des Verfassers irgendwo vorgekommen^’ 

Dieze was evidently unable to supply the information And Lessing 
had forgotten, when he was writing his Dramaturgic, that d’HermiUy, 
in his translation of Montiano’s Dissertation*, had attributed the play 
to ‘Philippe IV Roi d’Espagne’ ® It was left to A F von Schack, 
in hiiGeschichte der dramatischenLitteratur und Kunst inSpanien, to establish 

1 It has been reprinted b> Pitollet in thcSiicle, Nos 16, 17, 18, November, 1906 

• Pikes fugitives, ed at ii, pp 255 f (A ropy of this work is in the Bayensche 
Staatsbibliothek, Mumch ) 

’ Schnften, xvii, p 281 

* Lessing refers to this translation in the Theatralische Bibliothek (1, p 12 1, 
Schnftm, vi, p 72) 

‘ Cp Pitollet, op eit p 170 
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the fact that the author of Dar la vida per su Dama 6 El Conde de Sex, 
‘ da un Ingcmo de csta Corte was Antonio Coello, who died in 
1652.1 

The edition which Lessing possessed he found (lx, 2) in ‘einer 
Sammlung von Komodien, die Joseph Padrino zu Sevilien gedruckt 
hat, und in der er das vier und siebzigste Stuck 1 st’ This was the 
tenth edition of the play ^ 

Beyond a few corrections in Lessing’s Spanish quotations, resulting 
from a collation with the edition which Lessing had before him, I am 
able to offer httle more than a resume of the data and criticism of 
Pitollet and other commentators This will be found in the Appendix 
below 


APPENDIX 

References are to the reprint of La Tragedta mas loshmosa de amor Bar la 
vtda por su Dama 6 El Conde de Sex in Brockhaus’s Coleccion de Autores 
Espaholes xxvii (Leipzig, 1870), pp 165 ff, where the acts are divided into 
scenes and the lines are numbered, unfortunately with some misprints 
The correct numbers are quoted here in square brackets, where they differ 
from those in the reprint 

Hamburgtsche Dramaturgie El Conde de Sex 

LX, 1 8 ‘ Essex kommt von seiner Essex’s return from his expedition 

Expedition wider die Spamer and his vision of the half-masked 
zuruck ’ lady are narrated in the course of 

conversation between him and his 
servant Cosme, Act i, sc iii 
In scene i the attempt on the queen’s 
life, which IS frustrated by Essex, 
takes place, and in scene ii the 
queen, wearing a half mask, thanks 
Essex, with the gift of a scarf to bind 
up his injured hand 

LX, 41 ‘Las dos columnas bellas The quotation is from Act 1, sc 111, 
etc ’ 11 154-61 

* Gesehichte der deamattseken Litteratur und Kurnt m Spamen, Berlin, 1845—46, 111, 
pp 4f, 407, and Nachlrage (Frankfurt, 1854), p 102 Cp also Qisack, op cit 
P 307 

’ There are two MSS m the BibliotecaNacional of Madrid See Emilio Cotarelo 
y Mon, Don Antonio Coello y Ochoa, Madrid, 1919, pp 26, 28, 30 
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Hamburgtsche Dramaturgie 

UL, 47 ‘cr kann mcht begreifcn’ 
u a mistranslation 

ut, 49 ‘Basalt’ 

The translation is erroneous, 
the word means ‘jet’ (Schrhtcr 
and Thiele, ed cit p 353, and 
Petersen, ed at p 232) 
Possibly Lessing was misled by 
his dictionary 

LX, 58 ‘ Sie knupft ihre Scharpe 
los, und giebt sie ihm 
Zugleich, sagt sie, soli diese 
Scharpe dienen, mich Euch 
zu seiner Zeit zu erkennen zu 
geben ' 

LX, 66 ‘Diese Hand, sagt er, war 
dcm klaren Wasser so ahn- 
hch .’ 


LX, 77 ‘Yo, que al principio vi, 
ciego, y turbado ’ 

LX, 100 ‘Aus diesem Zuge, kann 
man leicht auf das tlbrige 
schliessen ’ 

Pitollet takes exception to 
Lessing’s inference here {op cit 
p 25) and also to the later one, 
LX, 132 (‘Man erwartet, dass 
der Herzog auf diescn Einwurf 
die Lauterkcit seiner Absichten 
betheuem werde ’) as un- 
justifiable 

LX, no ‘ Rmdo de armas en la 
Quinta ’ ‘ Cosme, que 

ha ’ 

and ‘ La Muger del horte- 
lano ’ 

LX, 149 ‘Te hice duefio de im 
honor ’ 


El Conde de Sex 

‘juzgu6' (‘methou^t’, ‘it seemed 
to me’). Act i, sc 111, 1 185 
‘azabache’, Act 1, sc ui, 1 189 


‘Aquesa banda 

Seiial para hacer buscaros 

Serk ’, Act i, sc 11, 11 53-5 


Act 1, sc 111, 11 196-203 The 

correct translation would be ‘For 
that which she drank resembled her 
hands so much that I feared in 
sudden apprehension — and not 
without reason — that she might 
dnnk a part of her hand’ (Pitollet, 
op at p 24 and Cosack, op at 
PP 308 f) 

The passage is in Act l, sc m, 11 
182-9 


The passages are in Act i, sc 1, 
11 9-14, I, ui, 11 65-6, and I, m, 
11 243-4 


Act 1, sc vu, 1 312 [412] ‘I make 
thee master of my honour.’ 
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Hamburgiscfu Dramaiargie 
ua, 14, ‘Sic hatte an ihren Oheim 
geschneben. ’ 

Lessing repeats this erroneous 
translation of ‘primo’ in LXi, 
28 


LXI, 23 'Bien podr6 seguramente 
» 

LXI, 47-62 and 83-94 

‘Ay tal traicion' vive el 
Cielo ' 

LXI, 95 ‘Si estis consultando, 
Condc ’ 

LXI, 115 ‘ Wer darf das sagen^ ’ 


LXI, 1 1 6 ‘ For Vida del Rey mi 

hennano ’ 

Lxn, 16 ‘ Miradlo mejor, dexad 

Lxn, 22 ‘No he de responder al 
Duque ’ 

Lxn, 51 ‘Y pues son dos los 
culpados ’ 

Lxii, 56 ‘Y es gran materia ’ 

Lxn, 47 and 6i ff ‘Ausserordent- 
liche V erbrechen werden besser 
verschwiegen, als bestraft ’ 


El Conde de Sex 

Act I, sc vu, U 429-33 [529-33] 

‘Y hasta Roberto, mi pnmo. 

For pariente de mi padre, 

Que no por otro delito, 

Huy6 del riesgo, y sin csto [estado, 
1638] 

Vive en Escocia escondido ’ 

‘And until Robert my cousin, on 
account of his being a kinsman of 
my father, and for no other crime, 
should flee the danger and uncon- 
ditionally live concealed in Scot- 
land ’ 

Act I, sc vii, 11 340-3 [440-3] 
From Act i, sc vii, 11 506-33 [606- 

33] 


From Act i, sc vii, 11 552-6 [652- 

6 ] 

Act I, sc viii, 11 629-32 [729-32] 
To illustrate the lack of accuracy in 
Lessing’s rendering, Fitollct points 
to this passage (op cit pp 26 f) 
Lessing gives a loose translation 

From Act 1, sc viii, 11 6o&-i5,6i9— 
57 [708-15. 71&-57] 

From Act I, sc viii, 11 692-7 [792- 

7] 

From Act I, sc viii, 11 706-11 [806- 
ii] 

From Act i, sc ix, 11 733-7 [833-7] 
From Act i, sc ix, 11 747-55 [847- 

55] 

The literal translation of 11 752—5 
[852-5] “ * ‘^118 thus secrecy should 
investigate enormous crimes, since, 
more than the pumshment, the sin 
Itself bnngs exemplary chastise- 
ment ’ 
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Hambitrgische Dramaturgu 

Lxn, 94 ‘Que ya solo con nuraros 
> 

Lxn, 96 ‘No bastaba, amor ty- 
ranno ’ 

LXii, 123 ‘Loco Amor — ’ 

LXiii, 29 ‘Er kann kein Gcheim- 
mss eine Stunde bewahren ’ 


LXIII, 73 ‘Ya se me viene a la 
boca ’ 

Lxin, 87 ‘ Es hombre al fin, y ay de 
aquella ’ 

LXin, no ‘Abate, abate las alas 

LKin, 131 ‘Erne Liebe, sagt sie 
untcr andern, die man ver- 
schweigt, kann mcht gross 
seyn ’ 

Pitollet (op at p 28) and 
Petersen (ed at p 237) point 
out that ‘die man verschweigt’ 
should be ‘die nicht belohnt 
wild’ 


LXIII, 132 ‘Mote Si acaso mis 
desvarios ’ 

LXiv, 25-9, 46-57 ‘El mas verda- 
dero amor ’ 

Lxrv, 58-66 and 76-106 ‘Por no 
morir de mal ’ 


El Conde de Sex 

From Act i, sc. xi, 11 . 763-4 [863-4] . 

From Act i, sc xi, 11 809-12 [909- 
12] 

From Act i, sc xii, 11 876-89 [976- 
89] 

This IS a paraphrase of the passages 
quoted in the notes (ncm, 41 ff) 
from Act II, sc ui, 11 975-81 [1075- 
81] and 990-3 [1090-3], also of 
U 987-9 [1087-9] 

From Act ii, sc iv, 11 1015-18, 
1025-7, 1043-9 [1115-18, 1125-7, 

1 143-9] 

From Act 11, sc v, 11 1054-6 [1154- 

6 ] 

From Act ii, sc vii, 11 1078-87 
[1178-87] 

Paraphrased from the passage in 
Act II, sc vii, 11 1192-1201 [1292- 
1301] 

‘No puede haber grande amor 
Sin ser pagado, y por eso 
Fingi6 alia la antiguedad, 

Que hasta que creciese Anteo, 
Que es el reciproco, nunca 
Crecia Cupido, luego 
Si no decis vuestro amor, 

Nunca lo sabrd el sujeto. 

Sin saberlo no os tendra 
Reciproco amor, es cierto ’ 

From Act n, sc vii, 11 1 118-21 
[1218-21] and 1143-81 [1243- 

81] 

From Act ii, sc vii, 11 1210-16, 
1252-9 [1310-16, 1352-9] and 

1264-5 [1364-5] 

From Act 11, sc vii, viu and ix, 11 
1286-1324 [1386-1424] 
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Hamburgtsche Dramaturgie 
LXiv, iiyff ‘Essex Wenn denn 
also ’ 


LXIV, 122 ff ‘Essex Weil ich 
hoffe ’ 


LXIV, 126 ‘Wissen Sie, wer ich 
bin^ Und wer Sie sind^ ’ 

This IS not literally translated 

LXIV, 140 ‘ No me veais ’ 

Lxv, 3 ‘ Ya estoi resuelta ’ 

Lxv, 39 ‘Le llam6 una noche 
obscura ’ 

LXV, 50 and 69 ‘Die Komgtnn 
Eifersucht^ — Nein ’ 

‘Este es zelo, Blanca ’ 
The whole of the passage is 
very loosely translated 
LXV, 95 ‘Diescr Zug 1st vortrcff- 
hch 

Schroter and Thiele (ed cit 
p 371) suggest a resemblance 
here to the first scene of Emilia 
Galotti, where a petition with 
the signature ‘Emilia’ recalls 
to the prince his love 
LXV, 153 ‘Conde, VOS traidor^ . ’ 

This IS also loosely translated 
Lxvi, 13 ‘No pudo ser que rmn- 
tiera ’ 

LXVI, 57 ‘Que escucho^ Senores 
mios ’ 

Lessing only offers a para- 
phrase of the original 


El Conde de Sex 

The passage is as follows (Act n, 
sc IX, 11 1312 ff [1412 ff] 

‘Con^ Segun lo que dijo 
Vuestra Alteza aqui, y supuesto 
Que cuesta cara la dicha 
Que se compra con el imedo, 
Quiero monr noblemente ’ 

‘Conde dQu^ espero^ 

,.Si a vuestra Alteza (iqu6 dudo^) 
Le declarase su afecto 
Algun amor ’ 

Act n, sc ix, 11 1322 f [1422 f] 
‘iQuien soy yo^ Decid quien 
soy ’ 

From Act 11, sc ix, 11 1356-9 [1456- 

9] 

From Act ii, sc xii, 11 1435-53 

[1535-53] 

From Act ii, sc xii, 11 1518-25 

[1618-25] 

The Queen’s speech is Act 11, sc xii, 
11 1580 ff [1680 If] Lessing selects 
11 1580-96 [1680-96], 1602-3 

[1702-3], 1616-19 [1716-19], 1622- 
3 [1722-3] for translation 

Refers to Act 11, sc xvi, where the 
Queen finds among the petitions 
presented to her one from a Count 
Felix, and comments on the co- 
incidence which recalls her thoughts 
to the tangled situation 


From Act ii, sc xvii, 11 1766—93 
[1866-93] 

From Act iii, sc i, 11 1880—94 

[1980-94] 

FromActiii,sc iii,ll 2111-15,2127- 

38 


RL 


20 



3 o 6 Lessings Cntwism of the Drama 

Hamburguche Dramahirgie El Conde de Sex 


LXVI, iia-39 and 159-70 ‘Solo cl 
descargo que tengo * 

Lxvn, 15 ‘“Keinen Traum” fahrt 
die Koniginn fort 

Lxvii, 27 ‘El Conde me di6 la 
Vida ’ 

IX vn, 57 ‘Ingemosa mi fortuna 

9 

LXVII, 64 ‘ Pues SI esto ha de aer 

1 

LXVII, 96 ' Morir^ yo consolado 

9 

LXvn, 133 ‘Luego esta, que assi 
cammo ' 

LXVII, 146 Vil instrumento 

De mi Vida, y de mi infamia 

I 

Much of Lessing’s translation 
is only a paraphrase 

Lxvm, 44 ‘Hasta que el tronco 
cadaver 

Le sirva de muda lengua ’ 
Lessing translates ‘mit stum- 
mer Zunge Treue und Ge- 
horsam zurufe’ (cp Petersen, 
ed cit p 239) 

LX VIII, 46 ‘ Y assi al salon de palacio ’ 
This also IS loosely rendered 

Lxvm, 83 ‘Blanca en el ultimo 
trance ’ 


From Act m, sc vi, II. 2242-58, 
2260-84 

From Act ni, sc vm, 1 2415 The 
Spamsh word is ‘ sombra ’ (shadow) 
From Act iii, sc vui, 11 2393-2400 

From Act m, sc vm, 11 2475-81 

From Act m, sc vui, 11 2510-20 

Act HI, sc vm, 11 2531-43 
‘ Ya monr6 consolado ’ 

From Act iii, sc vm, 11 2567-79 

From Act III, sc vm, 11 2590-8 


From Act III, sc x, 11 2701-2 Lite- 
rally ‘serve as a mute tongue ’ 


From Act iii, sc x, 11 2703-20 
From Act lii, sc x, 11 2739-63 
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THE DRAMA OF ANTIQ,UITY 

Apart from Lessing’s treatment of Aristotle, his discussion of the 
literatures of antiquity is meagre ^ An index to the Hamburgiscke 
Dramaturgie may contain many names of Greek and Latin writers, 
but for the most part, these owe their presence there to passing 
references and quotations One would hardly look to this work to 
obtain an idea of Lessing’s classical scholarship or of his attitude to 
antiquity — Aristotle, of course, always excepted But it is something 
of a defect, if we remember that one of the mam theses of the Drama- 
turgie IS to prove the immeasurable inferiority of French classic 
tragedy to that of the Greeks, that Lessing should have taken so httlc 
opportunity to justify the supremacy of the latter, and notably of 
Sophocles The only classical dramatist who is dealt with m any detail 
IS Terence, here alone Lessing comes to grips with problems of 
scholarship 

Of the Greek writers, we find references to and quotations from 
Homer,* Pmdar,* Plato ^ and Plutarch,® and a few mentions of 
historical writers , * but Lessing’s discussions of Greek literature are 
restricted to the Greek dramatists and Aristotle 

It IS, as I have said, a recurrent theme of the Dramaturgie that the 
tragedy of the Greeks fulfils those conditions of real tragic poetry 

1 See on this subject the excellent treatise ol'J Kont, Lesstng el I’Antiqmti, 2 vols 
Pans, 1894-99 

* [xxi, 1 1 7], xxxvj, ri6, 120, xLii, 59, 92, [lxix, yo], lxxiii, 82, xci, 21 

(I enclose in square brackets references occurring in quotations from other writeis ) 
For'Wir . vergessen, dass Homer entzucket’ (xxxvi, i ig) cp Madame Dacier, 
LJlliads d’Homere, tradinte en Frangois, avec des Hemarques, Pans, 1711, 1, p 31 ‘ Cette 

Ignorance, ou Ton est sur le pays, sur la vie et sur Ic nom mesme d’Homere, prouve 
adimrablement la verity dc cc que dit I’Empcrcur Marc \urele, qu’un homme 
inconnu peut estre un homme divin’ and iM p 29 ‘Dion Chrysostome, 
admirant cette modestie, I’oppose i. la vanit6 de ces escnvains qui mettent Icur 
nom au commencement, i la fin, et dans le cours mesme de leurs ouvrages ’, on 
Homer’s MapyeiTqs as an ‘erdichteter Name’ derived from/iapy^s (xci, 20), see 
Pauly, Real-Eneyclopadie der classischen Altertwnswisseiuchaft (Neue Bearbcitung), xrv, 
11, 1708, and VIII, 11, 2152 ff Cp also H Stephanus, Lexicon Grixcolalinum, [Lyons], 
1607 (1005, under /Lapyos, etc ) “ xxxiv, 21 

* XCI, 95, [xciv, 46] ‘ xxxvn, 41, 65, xxxnc, 27, [42], xcvi, 52 

' XXIX, 63, XXXII, 13, XXXIX, 83, xc, 123 
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which French tragedy fails to fulfil The interest of the Hamburg 
audience in ‘maxims’ reminds Lessing (n, 115) of the Attic stage, 
where a Eunpides could win fame and a Socrates be amongst his 
audience, but alas, he comments, there was only one Athens where 
the moral sense of the people was so delicate that actors cind 
poets could be repudiated for impure morals While discussing 
Voltaire’s Simiramu (x, 89 ff ) he holds up to ridicule, as we have 
seen, the French writer’s condescending patronage of the Greek 
theatre and his belief that the ancients might have learned from the 
French ^ And again, stiU more emphatically, in St lxxxi (139), 
Lessing couples Greek tragedy with that of Shakespeare — surely 
strange bedfellows — and demes that any French tragedy excites pity 
‘m the degree in which tragedy should excite it, m that degree which 
I know from various Greek and English pieces that it can excite it ’ 
He is convinced (137) that ‘their CorneiUe and Raane, their 
Cr^billon and Voltaire have little or nothing of that which makes 
Sophocles Sophocles, Euripides Eunpides, Shakespeare Shakespeare’. 

At the beginning of St xxxii Lessing writes of the origins of Greek 
tragedy Thespis, he asserts, quoting as his authority the life of Solon 
by Diogenes Laertius, ‘had no interest m historical correctness’ In 
tlus account Lessing read that ‘Solon forbade Thespis to prepare and 
perform tragedies, saying that the untrue had no utility When 
Peisistratos wounded himself, he said that this was a result of it 
This IS drawn from a note by Curtius in his Anstoteles Dichthinst 
Thespis liess zuerst cine Person zwischen den Choren reden, welche 
erdichtete Begebenheiten oder Fabeln vorstellete Dass es erdichtete und 
mcht wahre Begebenheiten waren, erhellet aus Solons Verbot an Thespis, 
zu Athen Tragodien zu spielen, um mcht die Athenienser zur Unwahrheit 
anzufuhren (Diogenes Laert in Solone Lib 1 Segm 59) “ 

* See above, p 221 

® Diogenes Laertius, De ritij, dogmatibus et apophthegmatibus clarorum mTorum, Liber 
1, Segm 59-60, Amsterdam, 1692, pp 37 f Cp also I^smg’s note to Plutarch’s 
Life of Solon (Anmerkungen uber alte SchnftsUller, Schnflm, xv, pp 432 f) ‘Vom 
Thespis heisst es daselbst ap^ofi€o<i}v Sc twv ircpi &co 7 tlv TTjV Tpayi^Sinv 
Kwclv etc Kind ubersetzt Thespis fing damals an nut semen Trauerspielen 
herumzuziehen Aber 1st es derm mcht weit vemunftiger, Kivetv m der 
Bedeutung fur mutare zu nehmen ’’ Kivclo tovs v 6 p,ovs 1st so viel als /zerajSoAAeiv, 
andem Und das that Thesphis wirkhch er anderte die Tragodie, und machte 
etwas ganz anderes daraus, ais sie war — ^Aus derselben Stelle sehen wir auch, dass 
Thespis sich mcht sehr an die historische Wahrheit gebunden haben muss Derm 
das war eben das, was dem Solon imssfiel ’ 

® Anstoteles Dichtkunst, ms Deutsche ubersetzet von hlichael Conrad Curtius, 
Hanover, 1753, p loi (note to chap iv) 
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GREEK TRAGEDY 

Of the three great tragic dramatists of Greece, Euripides alone 
receives any considerable measure of attention m the Dramaturgu To 
Aeschylus Lessing makes only one unfortunate reference (xcvn, 48), 
where he cites that poet’s ‘Perserinnen’ as a proof of the lack of 
‘Costume’ m the Greek poets Sophocles fares a little better, but 
when Greek tragedy is mentioned, his name is usually coupled with 
that of Euripides Six years before the Dramaturgie, it will be remem- 
bered, Lessing had written a learned Leben Sophocles, and the Philoctetes 
IS discussed in the Laokoon (iv) Now the name of Sophocles occurs 
for the most part m quotations from other writers ^ The only time 
when Lessing ventures an independent judgment here is m a note to 
xciv, ga (loa ff ) where he gives his approval to Hurd’s interpretation 
of the Aristotelian So^okA^j auros oiouj Set TToieiv, EuptirtSTjj 
[the onginal reading Heinsius was responsible for the modem 
EvpinlS-qv] Se otol elaiv (chap XXV, 1460 b), as meaning that 
Sophocles strove to present through his characters an abstract 
generalisation of humanity rather than to portray perfect individuals 
(which had been Dacier’s interpretation of the passage) * 

Anstotle had described Euripides as rpayiKwraros rdHv TTOfQruiv 
{Poetics, xiii, 1453 a), the most tragic of tragic poets (xlviii, no, 
XLix, 7 1 ) But Lessing is not convinced that his true reason for this 
praise was the fact that the majority of the dramas end tragically 
Lessing may have remembered Dacier’s conjecture {PoHique d’Anstote, 
ed cit pp 204 f) 

Mais ce qui marque cxtrcmement I’espnt tragique d’Euripide, c’est que 
dans la plupart de ces dernieres pieces, dont la fin cst heurcuse, il ne laisse 
pas d’exciter la terreur et la compassion, ct I’on peut dire que la constitution 
en est tragique, il n’y a que la fin qui gate tout 

When Lessing recalls (xlix, 84) that Socrates was the teacher and 
friend of Euripides, but that many believe the poet may have owed 

^ It is some exoneration that Lessing took this over from D’Aubignac {Pratique 
du Thddtre, Amsterdam, 1715, 1, p 148), although it had been corrected by Manage 
(cp tbtd 11, p 49) and by Dacier {Poitique d’Anstote, ed cit p 1 73) 

“ [xxDC, III], [xxxi, 121], xxxvm, loi, lxxxi, 139, [xciv, 73, 104 ff], [xcv, 
75] To the first of these quotations, recording Corneille’s assertion that we should 
now give Sophocles’ Trachinne the title The Dying Hercules, Lessing adds a comment 
on the choice of titles by the ancients (See below, p 467 ) 

• The passages quoted by Lessing from Dacier will be found in Poitique d’Anstole, 
ed cit pp 442 and 458 
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nothing more to him than the moral sentiments with which he so 
hberally bestrews his plays, ^ he may have been thinking of Sebastiano 
Pauh’s Ragionamento attached to Maffei’s Merope 

a’ suoi tempi la Filosofia non era uscita dalle private case alia pubblica 
luce laddove a que’ d’ Euripide era stata da Socrate tratta a pubblico 
uso nel Liceo, e nell’ Accademia, donde la scienza col suo lume anchc sugli 
occhi del popolo tralucea Sicchfe trovando alle Sentenze gh orecchi 
popolan meglio disposti, prese ad usarle con assai minor rispanmo di 
Sofocle “ 

In St xxxvn-xLix, in connexion with Merope, the ancient sources 
of the fable and the utilisation of these by Eunpides are discussed at 
some length Lessing prepares the way for his comparison of the 
dramas of MafFei and Voltaire by investigating the ‘lustoncal facts’ 
on which Merope is based (xxxvn, 9 ff ) Maffei himself is the source 
of his information That writer, m the Dedication of his drama, stated 
the matter as follows 

Che qualche tempo dopo la presa di Troja gli Erachdi, ciot a dire 1 
discendenti d’ Ercole, s’ impadromssero della Messenia che questa Pro- 
vincia toccasse poi a Gresfonte nelle sorti, che si gettarono che quest! 
avesse Merope in moglie, e che essendo favorevole alia plebe, fosse 
da’ potenti ucciso insieme co’ suoi figliuoli, trattone 1’ ultimo, che riusci 
valorosissimo, e fece poi la vendetta del padre, si ha da Pausania Che 
ucciso Cresfonte con due fanciulli, occupasse il Regno Polifonte, nato 
panmente del sangue degli Erachdi, che costui forzasse Merope a divenir 
sua moghe, che il terzo figho, trafugato gik dalla madre, uccidesse il 
Tiranno, e ncuperasse il Regno, si ha da Apollodoro Che a Merope 
facesse un Vecchio nconoscere il fighuolo, mentr’ ella stava per ucciderlo, 
e che il giovane uccidesse Polifonte nell’ atto del sagnficio, si ha da Igino 
Il nome per altro di questo giovane diversamente si referisce “ 

It would have been surprising had the ancients not availed them- 
selves of so excellent a subject Lessing continues (38) to follow 
Maffei 

Parla di essa Aristotele nella PoeUca, dove trattando de’ modi di ben 
compor la Favola, di per esempio dell’ ottimo il Cresfonte d’ Eunpide, in 
cui 1 ’ atrociti veniva dal Riconoscimento impedita [For Aristotle’s 

* Cp Lessing’s Phlologischer Nachlass {Schnften, xv, p 428) ‘ Dass Euripides zur 
Unzeit morahsirt, 1st bekaiint genug, und das will ich ihm als einem Freunde des 
Sokrates vergeben ’ Cp St n, 115 

’ Ed of 1763, p Ixix 

’ Ed of 1730, pp xxxivf , ed of 1763, pp xxiuf 
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argument see below, pp 385 f } . Non ho alterati gi^. certi punti 
prinapali della tradizione, come 1 ’ uccision di Polifopte nel Sagtificio, e 
I’cccesso della Madre contra il Figliuolo non conosauto il che avrei avuto 
scrupolo di non ntenere esattamente, facendoci fedc Plutarco di quanto 
effetto facesse anticamente negh spettaton con queste parole Constdera 
quella Merope che alzata la Scure sta per fence il Ftgltuolo, ch’ ella crede V ucctsor 
di lui, e dice lo U dard morte con questo colpo Qpanta commozione non eccita nel 
TeaJro, stando ognuno intento, e temendo, ch’ ella non prevenga tl Vecckio, che 
r tmpedtsce, e non fensca tl Giomnelto^^ 

The fragment quoted by Plutarch in his De esu camium oratio, ii 
{Moralia, 998 e) — the reference is given in a note to Maffei’s 
Dedication in the edition of 1763® — was not included (xxxvn, 47) 
in Joshua Barnes’s edition of Euripides (Cambndge, 1694), but 
Schroter and Thiele point out {ed cit p 224) that just before Lessing 
wrote, the Dutch scholar L C Valckenaer had included it in 
his Diatnbe in Eunpidis perditorum dramatum reliquias (Leyden, 1 767, 
p 181 c) Aristotle does not attribute the Cresphontes he mentions to 
Euripides, but Cicero, in the Tusculana Disputationes (1, 48, referred 
to by Barnes, Pt 11, p 476) uses the words ‘qua est sententia in 
Cresphontc usus Euripides’, and both Dacier {ed at p 220) and 
Curtius {ed at p 30), in their translations of Aristotle, insert 
Euripides’s name 

In the letter prefixed to Voltaire’s Mirope Tournemine had written 

Anstote, ce sage l^gislateur du Theatre, a mis ce sujet au prenuer rang 
des sujets tragiques Eunpide I’avait traits, et nous apprenons d’Anstote, 
que toutes les fois qu’on repr^sentait sur le Theatre de I’mg^meuse Athines 
le Cresfonte d’Eunpide, ce peuple, accoutum6 aux chefs-d’oeuvres tragiques, 
6 tait frappd, saisi, transport^ d’une emotion extraordinaire ® 

But, after translating this passage, Lessing points out that these are 
mere fine phrases without much truth in them (xxxvn, 63) Toume- 
mine’s second statement rests on a confusion between Aristotle and 
Plutarch, and his first on a misunderstanding of Aristotle And to 
the problem raised by this misunderstanding Lessing now turns 
I deal with it below (pp 385 ff ) The upshot, as far as Euripides is 
concerned, is the conclusion (xxxix, 3) that Merope cannot be 
regarded as a perfect dramatic fable 

Voltaire himself makes statements similar to those of Tournemine 
— that Aristotle held the recogmtion in Merope to be the most 

1 Ed of 1730, pp xxxvi ff , ed of 1763, pp xxv ff 

• P XXIX ® CEomes, ed at viii, p. a 
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interesting moment m the Greek theatre, and that Plutarch had 
described the play as the most touching of all the works of Euripides 
— his ‘Lettre k M Maffei’ ^ This passage Lessing quotes in a 
foot-note (xxxrx, 39 ff) He questions Voltaire’s interpretation of 
Aristotle’s words the latter, he contends, only mentions Merope as 
an example of one kind of interesting moment, and, moreover, he 
does not mention Merope alone , he adds the Iphigeneia and Helle ® 
And who shall say that Crespkontes and Helle did not end unhappily, 
that IS, in the manner which made Eunpides the most tragic of all 
the tragic poets ^ 

What, Lessing continues (74 ff), was the theme of Cresphontes? 
The few fragments that have been preserved® throw no light on the 
plot of the drama At most, a passage quoted by Barnes from Poly- 
bius* — an appeal to the goddess of peace — would imply that the 
Messeman state was not yet restored to order In drawing inferences 
from the other passages (86) and in commenting on the difficulty 

' CEuvres, ed at vm, pp 2i0f 

• Dacier {Poitique d’Arislole, ed at p 238) attributed Helle to Euripides ‘Je croy 
que c’itoit encore une piece d’Euripide Je n’en s^ay pas le sujet, je 89ay seulement 
que Phryxus et sa sceur Hell^ dtoient enfans d’Athamas et de Nepheld ' Vaickenaer 
was also of this opiiuon There would appear, however, to be no evidence to support 
It (See Pauly, Real-Encyclopadie der classtsehen Altertamswissenschaft (Neue Bearbei- 
tung), vm, 1 (1912), 162 ) 

’ In Barnes’s edition, Part 11, p 476 Dacier had referred to one of these (cp 
Lessing’s note, xxxix, 80) in the Poitique d’Aristole {ed at p 237) ‘Je me souviens 
d’en avoir Ih quelque-part un fragment qui mente d’etre raportc pour la beautd 
du sens qu'il renferme C’est Merope qui parle de la mort de son mary et de ses 
enfans, et qui dit 

at Tu^ai 8c fic 

jLtt(T 0 dt' AajSovaai t< 3 v epeuv vd plXrara 
oo<l> 6 v eOrjKaVf 

La fortune m'a enseignd d Stre sage, en prenant pour sa pane ce que favois de plus cher ’ 
Dacier does not know where these lines come from Lessing found the reference to 
Plutarch {De capienda ex inimtcis utihtate, Moralia, go a) in a note to Maffei’s 
dedication (ed of 1763, p xxviii) 

• Polybius, Historia, xii, 26 

oficryvaspovelv Sc ™ rroirjTf} teal tov Evpmi&rjv cv ols tjrqoiv, 
apiqua PaQvTrXoirre , 

KaXXurra paKopusv Beusv, 

?^Adr pot uidev, cos jfpovt'^cts' 

SeSoiica Sc p^ TTpiv vTTep^aXij pc yr^pa^, 
rrplv adv yapUmav rtpoai&eXv uipau 
Kai KoAXtyopovs dotSdr 
efnXoarepdvovs TC Kcjp.ovo, 
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caused by the title (92) Lessing would seem to have been influenced 
by the following observations in Orsi’s ‘Awerdmento’ to Maffei’s 
Merope (ed of 1763, pp. xxxvf) 

C16 stante, parmi, che 10 possa cosi discorrere se I’ ultimo Figliuolo di 
Merope, sottratto alia crudelti di Polifonte, c lunga pezza occulto da lei 
tenuto, compansce nella Tragedia d’ Eunpide, e sconosciuto alia Madre, 
corre pencolo di penr per sua mano, come mai nel giro della Tragedia 
stessa (che a una giornata, o poco piii dee esser nstretto) potca vedersi il 
padre di lui Cresfonte tanto pnma dal Tiranno estinto^ Non altramente 
da quello che si i supposto, star poteva la Favola d’ Eunpide Un altro 
dubbio potrebbe mettersi in campo, siccome fu gi^ promosso dal Castel- 
vetro ed i, se la Tragedia d’ Eunpide fosse veramente intitolata Cresfonte 
perctocchi {zoA va speculando quel sottd Cntico) non si potifar Tragedia, nella 
quale Merope fosse per uccidere tl Ftgltuolo nominato Cresfonte coruiosst cosa chi 
essa non venisse a quest’ atto, se non molti anni dopo la morte dt Cresfonte e tanto in 
tale difficolti s’ innoltra, che amva a temer mendo nel testo Anstotehco, 
nel quale secondo Im vuole essere scritto iv tw TcXepovrQ Vi ha di piii chi 
al Figliuolo avanzato dal primo letto di Merope applica altro nome, che 
quello di Tclefonte, al dir gik allegato Colonna solus autem ex Cresphontis 
filtis Mpytus, stve, ut aln dicunt, Telephon natu minimus superstes fuit 

And further on (ed of 1763, pp xxxvu f ) 

e lo stesso Castelvetro si dispone alia fine ad ammettere, come ci 
verisimilmente esser possa, col soggiugnere o i da dire, che il Figliuolo dt 
Cresfonte scampato, avesse, secondo alcuni Auton il nome paterno Cresfonte, dal quale 
fosse dinominata la Tragedia allegata qui da Anstotile II perchfe opportunata- 
mente fa il Sig Marchese Maffei, che nella pnma Scena manifestante 
tutto I’Antifatto, cosi rimproven Polifonte a Merope 

Che il terzo figho, in cut del Padre il nome 
Tl piacque rinnovar, tu trqfugasti 

But have we ever heard of tragedies (xxxix, 1 00) which are named 
after personages who do not appear in thern’’^ Corneille and Dacier 
get over this difficulty by assuming that the son’s name was also 
Cresphontes “ 

1 On Lessing’s views on the titles of plays, see below, pp 4G7 f 

* Dacier cites the words quoted in Lessing’s note (i 10) as if they were Corneille’s 
IPoitique d’Anstote, ed at p 23a) ‘ M Corneille est d’un sentiment tout oppos6 
La raison de cela est, dit-il, que dans la troisi^me [maiu^re], Une mere qm va tuer 
son fils, comme Merope va tuer Cresphonte, et une steui qai va saerifier son frere, comme 
Iphigenie, les regardent, ou comme indtfferens, ou comme ennemis, jusqu’d ce qu'ils son 
reconnus ’ In fact the words do not appear in Corneille’s Discours de la Tragidte 
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Maflei believed tliat Eunpides had found the plan of his Cres- 
phonUs m Hygmus’s 184th fable The passage, which Lessing quotes 
in his foot-note (i 12), is from the Dedication It begins’ 

Potrebbe qui nchiedermi V A qual certezza possa aver io d’ essermene 
aUontanato e poich^ tanti Poeti si sono augurati in vano di potcr saperc, 
in qual modo conducesse Eunpide questa Favola, come 10 pretenda ora 
d’ averlo scoperto A 1 che nsponderb, come questa scoperta penso 10 d’ aver 
fatta * 

Whether the 184th fable of Hyginus represents the material from 
which Eunpides constructed his tragedy, or is merely an abstract of 
that tragedy, it is, at least, a story suitable for tragic treatment, and 
m Its simplicity stands much nearer to the ancient plan than all the 
modem Metopes (xl, 3) Lessing lays Hyginus’s fable before his 
readers,^ and in a note (43) points out that in Scheffer’s edition of 
Hyginus, Hamburg, 1674 [PP Fable 184, entitled Pentheus et 

Agate, begins with a passage dealing with these personages which 
belongs properly to No 137 (entitled Metope) 

Pentheus Echionis et Agaves films, Liberum negavit deum esse, nec 
mysteria ejus accipere voluit Ob hoc eum Agave mater cum soronbus 
Ino et Autonoe, per insamam k Libero objectam membratim laniavit 
Agave ut su® mentis compos facta est, et vidit se Liberi impulsu tantum 
scelus admisisse, profugit ab Thebis, atque errabunda in Illyriae fines 
devemt, ad Licotersen regem, quam Licoterses excepit Cum qua Poly- 
phontes, occiso Cresphonte, regnum occupavit filium autem ejus mfantem 
Merope mater, quern ex Cresphonte habebat, absconse ad hospitem in 
^toliam mandavit 

{(Euvtes de Pterre Corneille, ed Marty-Laveaux, Pans, 1862, 1, pp 67-70) where 
Corneille mentions Aristotle’s examples ‘de Merope dans Cresphonte et def/e/W,dont 
nous ne connoissons ni I’un ni I’autre’ (pp 67 f) ‘Cependant je pense etre 
bien fond^ sur I’exp^nence k douter si celle qu’il tient la plus belle n’est point la 
momdre La raison est que celle-ci ne peut exciter de pitie Un pirc y veut perdre 
son fils sans le cormottre, et ne le regarde que comme indifferent, et peut-itre 
comme ennemi et quand cette reconnoissance arrive, elle ne produit qu’un 
sentiment de conjouissance ’ (pp 69 f ) 

1 Ed of 1 730, p xxxvii , ed of 1 763, p xxvi The Reinesio to whom reference is 
made in Maffei (ed of 1730, p xxxvii, ed of 1763, p xxvii) was Thomas Reinesius, 
bom at Gotha m 1587, died 1667 The reference (cp Schroter and Thiele, ed at 
p 236) is to Reinesius, Vaaanan lectionum libn III, Altenburg, 1640, pp 372 ff 

* Weisse prefixed a translation of Hyginus’s fable to his tragedy Atreus and Thyest 
(mentioned by Lessing, xxxnc, 127) On Hyginus see also J Brock, Mygms Ftieln 
in der deutschen Literatur, Mumch, 1913 (and especially p 102) 
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The separation which has been made by subsequent editors was 
indicated by Mafiei in his Proemio . 

In queste Favole il medesuno [Anatotele] avca osservato altresl, che ci 
Bi ha interamente la condotta del Cresfonte, sol che si congiungano 1 tre 
versi della 137 mal dati nella Stampa come Favola intera, con la 184 
pnncipiando alle parole Cum qua, e lasciando quanto precede, che appartiene 
ad un’ altra, di che parunente sembra non si accorgesse il Munckero ^ 

Here Lessing takes leave of Eunpides, but in St XLvnr (93) he returns 
to him, and defends his use of prologues ® 

One other small point may be added here m connexion with Greek 
tragedy In St xvm (55) Lessing makes a reference (from Horace’s 
Ars poetica, 220 ff ) to the pecuhar form of drama into which the 
Greeks introduced ‘ Satyri ’ He probably had in mind the following 
note in Dacier’s Poittque d'Anstote [ed at p 52) 

Quand Ariatote dit que la Tragedie retint long-temps le style burlesque 
des pieces satynques d’ou elle ^toit sortie, on se tromperoit infimment si 
Ton pensoit qu’d eut voulu parler des Tragedies satynques Car ces 
Tragedies succederent au contraire k la veritable Tragedie Et le style 
de ces pieces n’etoit nullement burlesque, mais moitie serieux et moititS 
plaisant, c’dtoit un melange agreable du Tragique et du Comique, comme 
cela a explique assez au long, dans les remarques sur I’art Poetique 
d’Horace 

GREEK COMEDY 

The references to Aristophanes in the Hamburgische Dramaturgie are 
almost exclusively to be found in notes to St xc and xci, but they 
are passing allusions, for the most part in quotations, and call for 
little comment 

Lessing refers (xc, 86) to the name which Aristophanes gives to 
one of his characters in Tht Clouds as an illustration of his thesis that 
Greek comedy did not make use of real names, but only of names 
which represented types even when the Greek writer calls a character 
‘Socrates’ (xci, 2), he does not mean that individual philosopher, 
but all Sophists ® But Aristophanes would not let himself be deprived 
of the honour (42) of having been the first to attack the great men 
of the state — here Lessing quotes two lines from the Irene (11 750 f ) — 

^ Ed of 1 763, p xcvi « See below, pp 465 f 

“ The illustration may have been suggested by the account in Fabncius, Bibliotheca 
CriBca, It, XXI (3rd ed , 1, Hamburg, 1718, pp 706 f ) Cosack (op at p 404) points 
out that the ultimate source of the illustration is ^lianus, Varia Histona, 11, cap 
xni (This reference is given by Fabncius, loc at ) 



31 6 Lessing's Cntuism of ike Drama 

‘he might rather have regarded this as his particular privilege. He 
was highly jealous when he saw that many other poets whom he 
despised imitated him in this ’ Lessing disputes (49 ff ) Dacier’s 
mterpretation of Aristotle’s observation as meaning that the poets of 
the old comedy did not invent at all ^ One has only to look mto 
Aristophanes to find this disproved, indeed, if Aristotle had beheved 
that these poets did not invent, would he not have excluded them 
from the class of poets altogether^ 

The edition of Aristophanes which Lessing possessed was Ans~ 
tophanis Comcedue undecim, Grisce et Lattne, edited by Ludolph Kusterus 
[Kuster], Amsterdam, 1710 “ Here he found (p xiv) the quotation 
from the hfe of Aristophanes concerning the Kaj«raAos which he cites 
in a note (xc, 131) 

The new Greek comedy, and especially the work of Menander, 
receives fuller consideration, but again, less for its own sake than by 
way of elucidation of Terence’s sources and Terence’s art The edition 
which Lessing had at hand was Menandn et Pklemoms Reliquus, 
edited by H GrotiusandJ Le Clerc, Amsterdam, 1 709 , he expressly 
refers to this edition in a foot-note (xci, 103) ® 

In St Lxxxvii-Lxxxvni (50), where Lessing points out that if 
Terence is to be censured for his Heautontimorumenos, the blame should 
really fall on Menander, he speaks of Menander’s ‘ hundred and more 
pieces’ (102) and quotes (59) <5 MevavBpe Kai jSi'c, voTepos dp' vp/ov 
■jTorepov c/xi^7j<TaTOj — ‘ Menander and life, which of you has mutated 
the other?’ For this information he appears to have been again 
indebted to Fabncius, Gr<sca (ii, xxii, ed cit 1, p 768) ‘Et 

Menander Byzantius apud Schohasten Hermogems, pag 38 
dubium esse ait utrum vita Menandrum, an Menander vitam 
expresserit ac depmxerit 

^ Poitique d^Arisiote, ed at pp 64 f 

* Lessing quotes this edition in his Leben Sophocles (Schrifterij viii, pp 307 t , 

339 f) 

^ The note on Ktesippos cited by Lessing is as follows [Menandn et Phtlemonis 
Rehqtaa, ed cit p 137) ‘Films Chabn*, ut diximus, clanssimi Atheniensium 
duels, sed patri dissimiUimus “Ctesstpus, Chabrne films, ad tantum luxum devenit, 
ut etiam monumenti patns, m quod Athenwnses miUe drachmas absumserant, lapides venderet, 
in voluptates suas ” Verba sunt Athenaei, lib vi, p 165 Hmc videmus cur dicat 
hic senex luxuriosus, se lapides ipsos comesturum ’ 

* Fabricius then quotes the sentence in the original (but m the form Trorepos 
TTpoTepov) , It was written by the grammarian Aristophanes of Byzantium (born 
ca a6o b c ) 
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In St. xc (105) he returns to the new comedy, disputing 
Hurd’s claim for Menander as its founder, and in the following 
section he has still more to say on the relations of the old Anstophamc 
comedy to that of Menander and Philemon. Again his authorities 
arc the works 1 have cited 

Beyond these, Dacier is quoted as authontative on such questions 
and on Aristotle’s comment upon them Apart from the passages 
where the French critic is actually quoted, it might be noticed that 
Dacier refers to the difference in coirac manner between the old and 
the new comedy, citing Menander and Terence as examples of a 
‘ridicule leger et gracieux’ [PoStique d' Anstote,ed at p 61), and to the 
custom of using fictitious names in comedy (pp 140 f) 

Menander is mentioned again m St xcvi, where Lessing cites 
Plutarch’s statement (5 1 ) that his early pieces are not to be compared 
with his later ones , from these, he adds, we might infer what he might 
have done had he lived longer And yet he wrote a hundred and 
five pieces, and died at fifty-two The passage from Plutarch’s imTOfiTj 
Tfjs ovyKpioecos ’ Apurro^dvovs Kai MevdvSpov is to be found on 
p 1568 (not p 1588) of the edition which Lessing quotes (63) 
Plutarch, Cheronensis qua extant opera, cum Latine interpretatione, edited 
by Henricus Stephanus, Geneva, 1572 (Variorum Plutarch Scriptorum 
m) It IS as follows Et oZv rrpos rd ■npdtra r&v Mei'ctvSpov hpap-driov 
TO p,iaa Kal rd. reXevrata Trapa^oAot ns, avrwv imyvcuaerai, oua 
e^eAAev, Et e’TTE^taj, Kal rourois erepa irpoodTjaeiv 

The statement about Menander’s life Lessing probably found in 
Fabncius, Bibliotheca Graca, ii, xxii (ed cit 1, pp 767 f ) ‘ Menander 
cv dramatum auctor, octiesque victor Natus est Olympiade cix 
anno 3, mortuus sive in Piraeeo portu submersus, sive alio fato extinctus 
Olympiade cxxii . setatis lu ’ 

NARRATIVE LITERATURE 

A late Greek romance of which Lessing is reimnded by the plot of 
Mirope (xLVii, 79) is the novel of Chanton, edited by D’OrvilIe This 
work appeared at Amsterdam m 1750 with the tide Charitonis Aphro- 
dtstensis de Charea et Callirrha amatonarum Narrationum libn viii, grace 
et latine, J Ph D’Orville pubhcavit, Ammadversionesque adjecit 
(The passage referred to appears in vol 1, p 38 of this edition ) The 
work had been translated into German as Charitons Liebesgeschchte 
des Chareas und der Callirhoe, aus dem Gnechtschen ubersetzt, Leipzig, 1 753 
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[by Cbr. G Heyne]. The German version was reviewed, in all '' 
probability by Lessing himself, in the Vossische ^eitung (St. 28) of 
March 6, 1753 ^ The source of what Lessing has to say in the 
Dramaturgte, however, is less likely to have been the book itself than 
the very detailed account of a French edition given in the Journal 
itranger of December, 1 755 (11, pp 3 ff ) In the novel Calhrrhce is 
the wife of Chsereas, who in a fit of jealousy strikes her down She 
is thought to be dead and is laid in a vault outside the gates of 
Syracuse Pirates hear that her valuable jewels have been buried 
with her, they break into the vault and find her stdl alive They carry 
her off to Miletos, where her purchaser, Dionysius, falls in love with 
her She is much troubled as to whether she should poison herself 
or become his wife But as she knows she is to bear Chaereas’s child, 
she ultimately decides, for its sake, to marry Dionysius After the 
marriage has taken place, she undergoes a senes of adventures, while 
Chaereas on his side expenences equally strange vicissitudes in his 
search for Calhrrhce after her abduction is discovered, but after many 
trials the lovers are finally re-umted ^ 


TERENCE 

Apart from passing references m earlier sections,® Terence is first 
discussed in the Dramaturgie in St Lxx-Lxxm, and then in lxxxvi- 
Lxxxvin, xc, and xcvii-c The occasion is provided in the first 
instance by the representation of the German version of the Adelphi, 
Du Bruder, by Romanus Lessing begins by pointing out (lxx, 106) 
that ‘ it has been said that Molierc also drew from this source, namely, 
in his £cole des Maris’ , he then turns to Voltaire’s Vie de Moliire, avec 
de petits Sommaires de ses pikes ( 1 739, but repnnted in Contes de Guillaume 
Vadi, which Lessing had at hand) * Here he found the passage 
which he translates at the end of St lxx (133) ® 

The comparison with Molicre may have been suggested to Lessing 

^ E Cxtmentvss, Lessing und die Vossische Zeitung,'Leipzig, 1902, pp 44 f , questions 
Lessing’s authorship of this review and would prefer to attribute it to Naumann, 
but his arguments are not very cogent 

* For a fuller account see E Rohde, Der gruchuche Raman and seine Vorldufer, 
Leipzig, 1876, pp 485 ff 

’ XXI, 49, [ucDC, 31] ‘ See above, pp 177 ff 

‘ See above, p 180, where the passage is given in the original 
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by George Colman’s work, The Comedies of Terenee, translated into 
familiar Blank Verse, London, 1765 (2nd ed 2 vols London, 
1768) In a note to the final hne of the Adelpht Colman quotes in 
Enghsh this same passage fi:om Voltaire, and adds (ed of 1765, 
PP 422 f)- 

It is impossible for any reader, who is come fresh from the perusal of the 
Brothers of Terence, and the Ecole des Maris of Moliere to acquiesce in 
the above decision, and I would venture to appeal from Mons Voltaire 
to any member of tlie French academy for a reversal of it The reputation 
of Mohere has taken too deep root to be rendered more flourishing by 
blastmg that of Terence, nor can such an attempt ever be made with a 
worse grace than when the imitation is blindly preferred to the original 
Mohere, so far from having taken only the idea of his piece from the 
Brothers, has translated some passages almost literally, and the latter part 
of the second scene of the Ecole des Mans is a very close imitation of one 
in the fourth act of the Brothers In point of fable, I make no scruple to 
prefer the piece of Terence to that of Mohere The intngue of the four first 
acts of the Brothers is more artfully conducted than that of any other of 
Terence’s pieces I cannot think the fable of the Ecole des Mans quite 
so happy In Terence we see a good-humoured uncle adopting one of his 
nephews, while the other remains under the tuition of the severe father 
This is natural enough, but in Mohere we have two young women left 
by their father’s will as the intended wives of their antiquated guardians 
Is there not some absurdity in such an idea'^ If it [intngue] be the 
Dramatick Narration of a story, so laid out as to produce pleasant situations, 
I will not scruple to pronounce, that there is more intrigue in the Brothers 
than in the Ecole des Mans 

In St Lxxi Lessing takes Voltaire to task for his views on Terence, 
he cannot have read the Latm author since he left the Jesuit 
College Louis le Grand ^ In Act m (sc iv, 39 f ) Pamphila does not, 
as Voltaire suggests, appear on the stage (8) , only her voice is heard * 
But Voltaire falls into a more serious error (16) when he wntes of the 
character of Demea Lessing maintains that this character is not 
suddenly changed in the course of the play, he holds with Colman 

’ Voltaire was at the College from 1704 to 1711 Schroter and Thiele note 
{ed. ett p 395) that the readmg of Terence was then forbidden m Jesuit 
schools 

* Cp Thderot, De la pohie dramatique ((Euvres computes, ed cit vn, p 373, Lessing’s 
translation, 11. p 423) ‘Terence a expose I’enfant nouveau-ne sur la sefene II a 
fait plus II a fait entendre du dedans de la maison, la plainte de la femme dans les 
douleurs qui le mettent au monde Cela est beau, et cela ne vous plairait pas ’ 
The birth on the stage is m Terence’s Hecyra 
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th&t the apparent change is only intentional dissimulation.^ The 
Enghsh author had wnttcn ( The Comedies of Terence, ed at p. 423) : 

the particular objection made hy Mons de Voltaire to the catastrophe 
IS founded on a mistake the complaisance, gaiety, and liberality of Demea 
being merely assumed , and his aukwardness in affecting those qualities full 
as comick as the admired catastrophe of the Ecole des Mans 

Lessing observes that this abihty to dissimulate on the part of Demea 
IS carefully suggested by Terence in his drawing of the character 
In support of this thesis he quotes (lxxi, 21, 52) the commentator 
on Terence, lElius Donatus ‘But through the whole piece Micio 
remains gentle, Demea cruel, Leno miserly, etc’,* and ‘Here 
Terence shows that Demea has rather pretended to change his 
manners than actually changed them ’ Donatus, Lessing thinks 
(lxxii, 86), might with advantage be studied by young aetors ‘he is 
so admirably rich in remarks which may form our taste that he is 
able, more than any one else, to unveil the most hidden beauties of 
his author’ (75 ff ) 

Donatus’s commentanes were included in several of the older 
editions of the poet, notably in that ‘in usum Delphim’ by 
N Camus, Pans, 1675, which Lessing apparently used when he was 
occupied with the Beytrage, and in the edition of Westerhov, published 
at the Hague in 1726“ Lessing mentions (73) the unreliability of 
the texts of Donatus, and in his Collectanea [Schriften, xv, p 205) we 
find 

Ich habe in der Dramaturgic gesagt, wie viel ich auf ihn halte Es ware 
nur zu wunschen, dass wir ihn lauter und rein batten So aber wie wir 
ihn itzt haben, 1st nicht allein vieles verderbt, sondern auch vieles mit 
eingeflossen, welches vom Donatus gewiss mcht 1st 

When Donatus wrote (79) Terence was stiU being played on the 
Roman stage, he could thus observe the gestures of the actors — this 

* In connexion with Lessing’s criticism of the play, it may be pointed out that 
‘Vetter’ (lxxj, 34) should be ‘Bruder’ , it is in Romanus’s play that the two ‘brothers’ 
are cousins See xcvn, 69 ff The scene which Lessing numbers Act v, sc iv (37) 
IS so indicated in most of the older editions (Camus, Westerhov, Bendey) , others, 
and also Mad Dacier’s translation, number Demea 's monologue Act v, sc 11, 
and Colman opens the fifth act with it 

* Donatus, Commmtum Terenti (Teubner ed Leipzig, 1905, 11, p 8) 

“ The text of Terence which Lessing quotes correspionds more closely to that 
in the edition of Westerhov , in this edition also the comment of Donatus quoted by 
Lessmg (mcxi, 52) is prmted at the end of the scene (1, p 858) 
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was a matter the importance of which had been impressed upon 
Lessing by Diderot. The latter, in the section on ‘Pantomime’ m his 
De la poisu dramatique, had given examples from Terence ^ Lessing 
complains (93) that later mterpreters of Terence have taken so httle 
advantage of Donatus’s commentary m his view, neither Madame 
Dacier nor J S Patzke paid sufficient attention to it The former* s 
translation, Les Comedies de Terence, traduites en Frangois, avec des Re- 
marques, par Madame Dacier, first appeared in Pans m 1 688 , whether 
Lessing knew the later corrected edition of 1747 (Amsterdam and 
Leipzig) ‘ enrichie des differentes Logons de M*' Bentlei, de Donat, de 
Faem, et d’autres’ is doubtful, there was also an edition of Madame 
Dacier’s work pubhshed at Frankfurt and Leipzig in 1733, and a 
Leipzig one of 1 754 Lessing dismisses her version as ‘ watery and 
stiff’, and Patzke’s German translation (Halle, 1753), which 
included Madame Dacier’s Remarks, he considers to be lacking in 
comic language (g6) — a criticism which is borne out by the short 
specimen which Lessing gives (note, 103 ff) ^ 

Romanus, Lessing continues (no), follows Voltaire’s false inter- 
pretation — It might be more correct to say that he followed the French 

^ Gp especially ^uvres computes^ td cit vii, pp 378 ff, also p 385 (Lessing’s 
translation, ii, pp 438 ff , and p 458) ’J’avoue cependant que, si la pantomime 
^tait portae sur la sc^ne k un haut point de perfection, on pourrait souvent se 
dispenser de I’ecnre et e’est la raison peut-6tre pour laquelJe les Anciens ne I’ont 
pas fait ’ 

* In a review of Patzke’s Freundschaftliche Briefe (Frankfurt and Leipzig, 1 754) 
in the Berhnische privilegirte Z^itung of July 27, 1754, which is attributed to Lessing 
(Schriften, v, p 420) the following reference occurs ‘ Man kennet den Herm Patzke 
schon langst als einen sehr guten Dichter, und weiss, dass ihm muntre, witzige und 
empfindungsreiche Gedanken nicht schwer fallen Man kennt ihn aber auch als 
den glucklichen tJbersetzer des Terenz, und kann sich leicht embilden, dass cr 
diesem Muster die edle Einfalt des Ausdrucks werde abgelernt haben * (Cp 
Schrotcr and Thiele, ed cit p 402 ) 

The passages from Terence in Lessing’s notes (lxxi, 61 ff, 63 ff) are in English 
as follows (I quote the translation of J Sargeaunt m the Loeb Classical Library) 
Act V, sc IV, 5 f ‘The hard life which up to now I have lived, now that my race 
is almost run 1 renounce ’ Act v, sc ix, 27 ff Micto What’s the meamng of this ^ 
What has brought about this sudden change in your ways^ What’s the whim of it^ 
What’s this sudden openness of hand ^ Demea I wjU tell you I did it to show that 
what our boys account your good nature and pleasant ways doesn’t spring from 
sincerity, no, nor from justice and goodness, but from complaisance, from indulgence, 
from an open hand, Micio Now if die reason why my life is odious to you, 
Aeschinus, and to your brother is that I do not at once wholly fall m with all your 
desires, right or wrong, I wash my hands of it Squander, spend, mdulge every 
caprice ’ 
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play which suggested his own, Baron’s Lcole des Fires — ‘and brings 
about a complete change of character in Demea at the close ^ The 
question as to why Romanus’s close should ple^ his audience so 
much IS one which Lessing reserves until he has occasion to notice the 
next performance, and, as we have seen, he was obhged to insert a 
performance of Die Bruder on the fifty-second cvcmng (July 28) in 
order to give himself the opportumty of rounding off his dis- 
cussion 

In St Lxxxvii-Lxxxvm Lessing again returns to Terence. He 
discusses (50 ff ) his debt to Menander, and this leads to a very long 
and learned note (61) on which I offer the following commentary 
The lines which he quotes (62, 84, 91-3, 96-7, 110-13) from the 
Prologud to the Heautonhmommems in this note are in translation 
(Sargeaunt) as follows 

We are about to produce a fresh comedy from a fresh Greek source, the 
Self-Tormentor It has been changed from a single into a double plot 
[I have told you it is a new play As to the rumours] that he has 
combined many Greek plays and written few Latin ones, he doesn’t deny 
having done this he declares he does not repent and will do it again. He 
has the precedent of good writers, whose example he considers himself 
entided to follow 

Madame Dacier’s commentary on the conversion of the single into 
the double plot had been 

Duplex qua ex argumento facta esl sitnplici ] Avec cette difference, que le sujet 
est double, quoi qu'tl ne soil que simple dans Vonginal Ce passage a exerc<§ 
inutilement tous ceux qui ont travaill6 sur Terence, jusques li que Jule 
Scahger a cm que ce Poete appelloit cette Comedie double, parce qu’elle fut 
jou^e i deux fois, les deux premiers Actes furent jouez le soir, et les trois 
autres le lendemain matin, et qu’ainsi c’^toit comme deux Pieces au heu 
d’une Mais cette explication est insoutenable en toutes manieres Terence 

* Colman had commented («</ nt p 423) on Baron’s play ‘The piece opens with 
a very elegant, though pretty close version, of the first act of the Brothers, but on 
the whole I think this attempt less happy than his first Telamon and Alcie are 
drawn with neither the strength nor delicacy of Micio and Demea, and the old 
man’s change of character in the fifth act is neither rejected nor retained, but rather 
mangled and deformed On the whole, it were to be wished, that Baron had adhered 
still more closely to Terence, or, like Moliere, deviated still further from him for, 
as the play now stands, his attention to the Roman poet seems to have thrown a 
constramt on his gemus, and taken off the air of an original, while his alterations 
have rendered the Ecole des P^res but a lame mutation, and imperfect image of 
the Brothers of Terence ’ 
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veut dire que n’ayaat pns de MeTumdre qu’uti sujet simple, un VieiUard, 
un jeune homme amoureux, une Maitresse, etc il en a &it un sujet double, 
cn y mettant deuw Vieillards, deux jeunes hommes amoureux, deux 
Mattresses, etc G’est pourquoi il ajoAte, novam esse ostendi, elle peut passer 
pour nouvelle G’est la ventable explication, ainsi d n’est pas necessaire 
de comger simplex que ex argumento facta est duplici Car si Terence avoit 
pris ce double sujet de Menandre, sa Piece n’auroit eu que ce qu’on voyoit 
dans celle du Poete Grec, et par consequent il n’auroit pu ajoUter, novam 
esse ostendi, car il n’y auroit eu nen dc nouveau '■ 

Madame Dacier translates lines 5-6 of the Prologue ‘Je dots au- 
jourd’hui representer rHeauton-timorumenos, qui est une Piece tiree 
toute entiere d’une seule Comedie Greque, avec cette difference, que 
le sujet est double, quoiqu’il ne soit que simple dans I’onginal.’ ® 

Lessing quotes a comment on this same passage (lxxxvii-vhi, 64) 
by the ‘new English translator of Terence, Colman’ ® Golman’s 
entire note (ed at p 21 3) runs as follows 

This passage has greatly perplexed the Commentators Julius Scahger 
was of opimon that Terence called this comedy Duplex, double, because it 
was acted at two different times the two first Acts at the close of the evening, 
and the remaimng three on the following morning, and that it therefore 
served as two distinct pieces But this conjecture is not admissible Terence 
only meant to say that he had doubled the charaeters , instead of one old man, 
one young gallant, one mistress, as in Menander, he had two old men etc he 
therefore adds very properly, novam esse ostendi, — That our Comedy is new, — 
which certainly could not have been implied, had the characters been the 
same m the Greek poet Dacier 

Lessing also refers to the comments of Barlandus and Ascensius on 
the disputed passage The former published Terentii Sex Comadue 
with commentanes at Louvain m 1530, the latter a quarto edition 
of Terence at Paris in 1499 ^ 

As for Scaliger’s ‘ridiculous’ interpretation (79) — the reference is 

* Les Comedies de Terence, 4th ed Amsterdam, 1 706, 11, pp 8 f. 

' Ibid p 9 (also quoted by Cosack, op at p 391) 

“ See above, p 260, note i 

* The source of Lessmg’s information is doubtful , but the edition by Barlandus 
of 1530 IS listed by Westerhov {ed at 1, p boot) in his catalogue of editions 
of Terence, also one published in 1504 with notes by Ascensius {ibid ) Barlandus 
IS mentioned in a list of commentators in the Prtefatio {ibid p [xix]) There is also 
a reference to Hadnanus Barlandus in the section on Terence inFabncius.BiA/iotAaca 
/atsna (5th edition, Hamburg, 172 i-a, 11, p 46) Adrian Barlandus lived from 1488 
to {ea) 154a, Jodocus Badius Ascensius from 1462 to 1535 (see Cosack, op at 
P 392)- 


21*2 
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to Scaligcr’s Poetices, vi, 3 — Richard Bentley had already held him 
up to ridicule' 

An, ut Julius Scaliger, qma acta est Ludis Megalensibus; dimidium ejus 
vespen nox autem transacta ludts • alteram dtmtdtum reliquum sub lucem ana igitar 
queen duee'^ Scilicet, quia in Fabul* argumento nox intercedit, ideo in 
agendo quoque^ Commentum tanto viro indignum, et hoc solum tamen 
verum esse alii Docto persuasissimum est Quid^ An primo diluculo 
jejunus et semisomnus populus ad alterum dumdium redibat? Singuli qui 
hen spectabant, eras mane, ne alius priorem, alius posteriorem partem^ 
Ubi demum vivimus^'^ 

Faemus’s note on Eugraphius (80) is as follows * 

Duplici pnus erat in libro Bembino, postea mutatum in simplici sed si 
duplici legas, hic erit sensus duo adulesccntes in hac fabula intrhducti, cum 
sua uterque arnica, patre, servo, argumentum duplex effiaunt, atque ita 
duplicem comoediam, ut sunt omnes Terentianac, excepta Hecyra Eu- 
graphius tamen legit simphci, cujus hxc expositio est in totum hunc locum 
£* Integra Grteca Qyoniam Andna ex duabus comcediis videtur esse corifecta, 
qutppe Andna et Pennthia, quod quidem Tereniio adversanus cnmim dederat, idea 
hic ex Integra, inquit, comadia integram comadiam acturus sum, ne videatur ab altero 
facta, cut Ipse alteram tetigisse Sed unam comeedtam el integram ad Laiinum 
sermonem interpretahone mutasse demgue idea adjeett, duplex que ex argumento 
facta est simphci, ut simplex argurruntum sit, duplex comadia dum et Latina eadem 
et Graca est novam esse ostendi propterea quod Grece tantum acta est, Latine 
autem nunc primum in scenam procedit idcirco dicitur nova 

Johannes Eugraphius was a commentator on Terence who lived in 
the tenth century ® Lessing writes erroneously ‘Facrne’ for ‘Faerno’ 
— ^he was an Italian, Gabriello Faerno, who died in 1561 — but the 
source of his information wtis probably Madame Dacier, who Gal- 
licised the name Faerno’s commentary on Terence was published 
by P Victonus at Florence in 1565 

No doubt, the controversy of Menage with d’Aubignac — printed 
with the latter’s Pratique du Tkddtre, and familiar to Lessing since the 
days of his Beytrage zwr Histone und Aufnahme des Theaters* — had also 
been consulted by him on this point Menage heads his ‘ Seconde 

* P Terentii Afn Comadue, Amsterdam, 1727, pp 162 f 

® Cp ibid p 162, also Gabrielis Faemi Emendahones in Sex Fabulas Ferentii, 
Florence, 1565, p 76 

“ Cp Cosack, op at p 392, and J A Fabncius, Bibliotheca latina, ed at 1, 

P 30 

* Cp Beytrage, 111, pp 407 ff , Schrifien, iv. pp 158 ff 
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Partie’ with the words ‘II n’y a point de vuide dans I’Heauton- 
timorum^nos de Terence Explication de ce vers du Prologue de cette 
Gomddie, Duplex quae ex axgumento facta est simplici ’ ^ Mdnage 
discusses Scahger’s theory at length and then continues • 

Mais d’ailleurs, ce n’est pas comme Scaliger I’explique, qu’il faut 
entendre ce vers du Prologue de notre Comddie Duplex, qwB ex atgumenio 
facta est simplici puisque, selon cette explication, on pourroit aussi appeller 
doubles toutes les Comedies dont la repr&entation seroit divis6e par quelques 
jeux, ou par quelqu’autre intermMe Eugraphius, qui est aujourd’hui le 
plus ancien Interprete que nous ayions sur cette Com^die, le Commentaire 
de Donat sur cette Comddie aiant perdu, dit qu’elle est appellee double, 
parce qu’elle a 6t^ faite en deux langues en Grec, par Menandre, et en 
Latin, par Terence Fabnce croit qu’elle a et6 amsi appellee, k cause des 
deux jours qu’elle contient. Ces deux interpritations ne me semblent pas 
meilleures que celle de Scaliger ^ 

In connexion with Lessing’s statement of the indebtedness of 
Terence to Menander in his Andna, Eunuchus and Adelphi (103), it 
may be noted that the debt is acknowledged by the poet himself m 
his prologues to the first and second of these plays ® 

The upshot of Lessing’s long note is that he proposes to read 
‘simplex’ for ‘duplex’ in the line ‘Duplex qu® ex argumento facta 
est simplici’, and to interpret it as meaning nothing more than that 
his play IS just as simple as Menander’s,* and that the line ‘ Ex Integra 
Grecca mtegram Comoediam’ means that he has taken the whole 
piece from a single piece of Menander’s ® But why should Terence 
then have described his comedy as ‘nova’^ This Lessing would 
explain as meamng merely a play new to the Romans Lessing’s 

^ Pratique du Thidtre, ed cit ii, p 145 * Ibid p 148 

^ Cp also Fabncius, Bibliotheca latma, ed cit 1, p 28 (note) ‘In Andria duas 
imitatus est Menandn Andnam et Perinthiam, in Evnucho Colacem Menandri, 
Evnuchum et Phasma in Adelphis, Menandn dSeA^ov? et Diphih (rovamo- 
dv^CKovras ’ 

* The reading which Lessing quotes (84), ‘ Duplex duphci ’ — that of the Codex 

Bembo — is accepted by Guyet, ‘Simplex duplici’ (86) by Faber and Bentlev 

® Faernus’s note on the old gloss on the word * Integra’ (‘a nullo tacta’) (125) 
IS as follows ‘In libro Bembino, ut per omnes alias comcedias antiquissima manu 
glossemata ex Donato in margine asenpta sunt, ad locorum qux incidunt exposi* 
tionem, ita in hanc ipsam Heautontimorumenon multa visuntur, qus Donati 
similiter putamus esse, cujus in hanc fabulam commentani intercidenint Sed 
sive Donati smt, sive cujuspiam alius, optime certe et eruditissima sunt quoiTim 
aliqua ponere non gravabimur, ut in hunc locum, Ex Integra Greca, A nullo iacta' 
(ed Bentley, p 162 Cp also Faemus, Emendationes, ed at p 76) 



326 Lessing's Criticism of the Drama 

suggested emendation ‘simplex’ has not proved acceptable; the line 
remains: ‘Duplex quae ex argumento facta est simplici 

The fact that even ‘the most frmtful head’, such as Menander, 
cannot go on indefinitely creating new characters, but must occasion- 
ally degenerate into caricature, brings Lessmg back (141!?) to a 
passage in Diderot to which he had already referred earlier in the 
section (33) Diderot is discussing the following extract from Horace’s 
Satires (i, 11, 12-22) 

Fufidius vappi famam timet ac nebuloms, 
dives agris, dives positis in fcnore nummis • 
quinas hic capiti mercedes exsecat, atque 
quanto perditior quisque est, tanto acnus urgct, 
nomina sectatur, modo sumpta veste vinli 
sub patribus duris, tironum ‘ Maxime ’ quis non, 

‘luppiterl’ exdamat sunul atque audivit^ ‘At in se 
pro qusEstu sumptum facit ’ Hic, vix credere possis 
quam sibi non sit amicus, ita ut pater ille, Terenti 
fabula quern miserum gnato vixisse fugato 
induciC, non se pejus cruciaverit atque hic. 

On this he comments 

C’est dans la satire premiere ou seconde du premier livre, 011 il se propose 
de montrer que, pour ^viter un exc^s, les fous se pr^cipitent dans I’excAs 
opposd Fufidius, dit-il, cramt de passer pour dissipateur Savez-vous ce 
qu’il fait^ II prfite cmq pour cent par mois, et se paye d’avance Plus 
un homme est ob 6 r^, plus il exige il sait par coeur le nom de toils les 
enfants de famille qui commencent ^ aller dans le monde, et qui ont des 
pires durs * Mais vous croiriez peut-fitre que cet homme d 6 pense k propor- 
tion de son revenu , erreur II est son plus cruel ennemi , et ce pfere de la 
comddie, qm se pumt de I'^vasion de son fils, ne se tourmente pas plus 
m^chamment JVon se pejus cructavent ® 

1 The dispute about the originality of the Eunuchus before the lEdiles (165) is 
referred to in the prologue to that play (II 22 ff ) 

‘ Magistratus quom ibi adesset, occeptast agi 
Exclamat furem, non poetam fabulam 
dedisse et ml dedisse verborum tamen 
Colacem esse Nsevi et Plauti veterem fabulam, 
parasiti personam inde ablatam et militis ’ 

In English (Sargeaunt) ‘On a person of authority being present, a rehearsal 
began He cries out that the author is a thief, not a playwright, "and yet”, says 
he, “he doesn’t take us in” There is an old play of Nscvius and Plautus called 
“The Flatterer”, that is where he has got his parasite from and his captam ’ 

* Schroter and Thiele (ed cit p 516) note Diderot’s wrong translation of 
‘ Nomma sectatur ’ 

® Eroisiirru Entretien sur le Fils Ffaturel, (Euvres computes^ ed cii vu, p 139, 
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Menedemus, concludes Lessing (213), Terence’s self-tormentor, 
does not take up so hard an attitude from grief, ^ the reason why he 
demes himself every outlay, however small, is because he wishes to 
assure his absent son a more comfortable existence, since he has 
compelled him for the present to adopt so uncomfortable a mode of 
living Hundreds of fathers might do this, and Diderot, in regarding 
him as a comic character, forgets the difference between modern and 
ancient conditions, it was not strange in the ancient world that a 
well-to-do man should take to agricultural work 

Lessing returns in St xcvi to the Bruder of Romanus, and that play 
nominally occupies the pages of the Dramaturgic to St c What he has 
to say here, however, is less concerned with criticism of Terence than 
with demonstrating the disadvantages which the German playwright 
htis incurred by departing from his Roman model jEschinus and 
Ctesipho in Terence (xcvn, 70) are brothers, both sons of Demea, 
the former has only been adopted by Micio In Romanus, however, 
only the two old men are brothers, and the young men are in reahty 
cousins In this way the German piece becomes more a ‘ school for 
fathers’ (81) — actual fathers, not those who have voluntarily taken 
upon themselves a father’s duty ‘Learn’, says Terence (Act 1, sc 2, 

I 45), ‘ to be a father from those who really know what it is to be one ’ 
Very good ' But by removing the tie between iEschmus and Ctesipho 
and between them and Demea, the machinery of the play falls to 
pieces (87) What deep interest can Demea have in lEschinus, a 
young man who is only his nephew^ 

The position ofDemea in Terence’s comedy (i 19), where lEschmus 
is the actual son of Demea, and Micio has only adopted him, is much 
more satisfactory, for Demea has necessarily a natural and continued 
interest in the young man And the Roman Micio has more nght 
(12 1) to say to Demea ‘you have handed over your son to me, 
reserve your interest for the one that is left to you’, ‘your looking 
after both is as good as asking back the son you gave me’ (Act i, sc 2, 

II 51 f) This threat brings Demea to silence , but It does not destroy 
his paternal interest in iEschinus 

* The passage which Lessing quotes from Cicero (204) is from the Tusculana 
Duputahones, 111, xxvii Lessing’s attention was probably drawn to it by Fabncius, 
who, under ‘ Heautontimorumenos ’ (Bibliotheca latina, ed cit 11, p 32 [where the 
reference is given as 111, 28]) has a reference to this passage In the Collectanea, 
under ‘Komische Sujets’ (Schriften, xv, p 280) is the entry ‘Aus der Stelle des 
Cicero von der Traurigkeit, die ich in dem zweyten Bande der Dramaturgic 
angefilhrt habe ’ 
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The relationship of the two young men also is unsatisfactory in the 
German play (xcviii, i) because of the fact that they are not actually 
brothers , there is no justification for the brotherly affection which is 
expressed in Terence’s play ‘It’s his doing’, says Gtesipho (Act 11, 
sc 3, 11 8 ff ) ‘ that I’m now alive A pearl of a man ' Why, he 
sacrificed all his interests to mine the hard words, the disrepute, my 
trouble and offence, he took them all on himself’ It is difficult to 
believe that one cousin would do this for another The whole episode 
of the slave girl (38) ^schinus’s abduction of her from the slave- 
dealer, his bringing her to Micio’s house, and Micro’s purchase of 
her — all for Ctesipho who is desperately in love with her — is much 
more natural m Terence The Gtesipho of the German play is merely 
a libertine for whom there is no excuse And this brings Lessing to 
a consideration of the apparent need for a modern comedy-wnter to 
wind up his piece either with the punishment of evil-domg or the 
conversion of the evil-doer (xcix, 10) Terence has no such need to 
put his Gtesipho to shame at the end of the play, and Micio by 
Demea’s manoeuvre (44) is brought to see that one can be excessively 
open-handed (‘What’s the whim of it’ What’s this sudden openness 
of hand’, Act v, sc 9, 1 28), while Micio in turn induces Demea to 
see the unreasonableness of his own harshness ^ 

In St xcix (54) Lessing turns once more to a question of scholarly 
elucidation of Terence The latter states that he combined an episode 
from a piece by Diphilus with the Adelphi of Menander This episode 
IS the violent abduction of the slave-girl Psaltria, and the piece by 
Diphilus was entitled ‘Linked in Death’ (59 ff) In the Prologue to 
the Adelphi we are told ‘ “Linked in Death” is a comedy by Diphilus 

* Lessing’s further quotations from Terence in St xcviii (47 ff ) are in Sargeaunt’s 
translation as follows (Act 11, sc 4, 11 8 ff ) ‘ What pains me is that on this side the 
discovery was so late and things were almost come to pass where the best will of 
the whole world couldn’t have helped you Cte I was too modest Aes Folly, 
dear boy, not modesty A trifle like that almost make you flee the country^ 
Scandalous' God forbid such a thing’’, (6 1 f — Act in, sc 3,11 I4f) ‘The coins 
he counted down on the spot, and gave me a couple of sovereigns besides for an 
entertamment’, (ii6 f — ^Act iv, sc i, 11 2 f) ‘I hope to heaven he is’ Short of 
hurtmg his health I should like him to get so tired out that for the next three days 
he couldn’t get out of bed ’,( 1 29 ff — ^Act iv, sc i, 11 iiff) ‘ There’ll be a volley 
of questions where I’ve been “I haven’t had a sight of you all day ” What’s to 
be my answer’’ Syms Nothing occur to you’’ Cte Nothmg at all Syrus The 
more good for nothmg you ’ Is there no depiendant, acquaintance, family friend ? 
Cte There are what follows’ Syrus So that you had business with them? Cle 
When I hadn’t’’ Not to be said ’ ’ 
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. In the Greek play there is a young man who in the first act carries 
ofiF a girl &om a slave-dealer Our playwright has introduced [this 
mcident] into his “Adelphi” ’ Diphilus seems to have depicted 
two lovers who preferred to die together rather than be separated 
This decision Terence has softened to a wish on the part of the lover 
to leave father and fatherland and follow the girl Donatus says this 
expressly ‘ Menander stated that he wanted to die, Terence that he 
wanted to flee ’ (Cp Commentum Terenti, ed at 11, p 62 ) But ought 
not Donatus to have said Diphilus instead of Menander? Lessing 
thinks that he should have done so, and adduces in support of his 
argument a quotation from the ‘Sylloge v Miscellanea’ of Peter 
Nannius, or Pieter Nannink, a professor of Latin at Louvain (Sufifii'ic- 
ruiv, sive Miscellaneorumdecas una,lMuvziii,i^/^Q,]ih 11, pp 53 f) The 
passage quoted by Lessing (79) is in English 

I ask, let the accurate reader see, whether instead of Menander one 
should not read Diphdus Certainly either the whole comedy, or a part 
of that argument, which is here in question, is taken over literally from 
Diphilus * Now since the comedy of Diphilus takes its name from the 
idea of dying together, and in it the young man is said to have wished to die, 
while Terence has changed this into a wish to flee from all this I am led 
to think, that that imitation was borrowed from Diphilus, not fi'om 
Menander, and that the title mvairodv^arKomes was derived from the 
desire to die with the girl 

But there must have been in Menander some further intrigue (87) in 
which ^schinus took Ctesipho’s part, and thus made him suspect to 
his own imstress , and this suspicion would hasten their umon What 
this complication was it is difficult to guess , but it must have taken 
place just before the opening of the piece, as in Terence’s play It was 
necessary, to explain why Demea came to town and also to explain 
his quarrel with his brother (98) Lessing quotes a passage here from 
Terence ‘Of his old doings I say nothmg what is his last outrage? 

. Broken a door-lock, forced his way into a strange house All 
the town is crying out at it as a most scandalous business Man after 
man, Micio, has told me of it in the streets, it’s on everybody’s lips ’* 
Our author, Lessing continues, has turned this violent abduction into 
a small fight But what this was all about, and what the town was 

^ After translata est (xcDC, 82), Nannius proceeds *Sic cnim fatetur, Tcrentius 
in suo prologo Synapothniscontes Diphili est comcedia ’ Reference is made to 
Nannius {Misc i, iv, and ii, 111) in Fabnciua, Bibliotheca latma, ed cit 11, p 32 

■ Act ij sc 2, 11 6 ff (Sargeaunt) 
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tidkxng about remains undisclosed m the play The loss of Menander’s 
worlis is an immeasurable loss for our understandmg of Terence. 

Fmally in St c, Lessing consideis the conclusion of the Adelpht, in 
which the old bachelor Micio is coupled off with the old woman 
Sostrata Critics have severely reproached Terence for the improba- 
bihty of this episode ^ But who is to be blamed for it^ Terence or 
Menander? Golman puts the greater blame on Menander (c, lOo), 
although Donatus says expressly ‘With Menander the old man is 
not burdened by a marriage, here Terence is evperiKwe ’* Colman, 
after quoting the words of Donatus, goes on to say {ed at. p 415)' 

It IS surprising that none of the cnticks on this passage have taken notice 
of this observation of Donatus, especially as our loss of Menander makes it 
rather curious It is plain that Terence in the plan of this last act followed 
Menander and m the present circumstance though he has adopted the 
absurdity of marrying Micio to the old lady, yet we learn from Donatus 
that he rather improved on his original by making Micio express a 
repugnance to such a match, which it seems he did not m the play of 
Menander 

Lessmg endeavours ( 1 24) to smooth out the difficulty by suggesting 
that the words ‘dc nuptiis gravan’ are suscepUble of the interpreta- 
tion ‘the old man is not aggravated with marriage’ Needless to say 
this attempt at word-twisting has found no favour But his entire 
argument in this section loses any validity it imght have had by the 
justifiable rejection, on the part oflater critics, of his own and Nannius’s 
conjecture that Donatus had written by a slip of the pen ‘Diphilus’ 
for ‘Menander’ 


PLAUTUS 

Plautus, who had been the particular object of Lessing’s interest in 
his first dramaturgic journal,^ has httle place in the Dramaturgie 
Reference is made to the Tnnummus of Plautus in connexion with 
Lessing’s own play Der Schatz (ix, 102) The Latin playwright himself 
says in his Prologue that he was not the inventor of this excellent 
subject, and in bs Beytrage Lessing had already written ‘Er hat es 

> Madame Dacier, for instance, had said {ed cit 11, pp 460 f) 'll paroit 
ridicule que Terence fasse consentir ainci Micwn k se maner & soixante et cmq ans, 
et I’on ne peut pas dire que ccla ne soit au moms fort outr^ Mais ce Poete a voulu 
faire voir par 14 le dtfaut de ces bontez sotes et excessives, ellcs portent tofljours 
ceux qui les ont 4 faire des sottises dont il faut qu’ils se repentent nicessairemcnt ’ 

' Comnentum Terenti, ed at ii, p 176 > See above, pp 98 ff 
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aus dem Gnechischcn des Philemo erborgt, bey dem es emeu weit 
ansteindigem Xitel hat, namhch Der Schatz.’^ Lessing’s interest m 
the titles of plays® leads him (xxi, 30 ff) to mention Plautus’s Miles 
glonosus and Truculentus He states with complete confidence that 
Plautus can only have called the first piece Glonosus, ‘miles’ bemg 
an addition by a grammarian He suggests that the latter may 
have had in mind a passage m Cicero’s De Officits, 1, xxxvm this 
runs ‘Deforme etiam est de se ipsum prsedicare falsa prEesertim 
et cum imsione audientium imitan “militem glonosum” ’ And he 
quotes Plautus’s words from Act n (sc 1 , 11 8 f ) A comment m the 
introduction to the Miles glonosus m Taubmann’s edition of Plautus 
([Wittenberg, 1605], p. 654) may here be noticed 

Nomen hmc Fabulae est, Miles Glonosus de persona et re factum nam 
glonosus gloriatorcm sigmficat, qm est dAafil), ostentator et vanus Tale 
autem est genus hoc militare hoimnum, qualis et Terentianus Thraso 
[in Eunuchus^ producitur, et alii a Plauto alibi ® 

Earlier in his work (ix, 136) Lessing had noted that Plautus called 
his play, not the Treasure, as Philemon had called his, but Tnnummus, 
‘den Dreylmg’ The habit of giving to his plays titles dependent on 
minor circumstances, he observes (137), was Plautus’s ‘eigcnc 
Mamer ’ 

This practically exhausts Lessing’s use of Latin literature m the 
Dramaturgie Seneca’s name occurs only once, and that in a quota- 
tion,* Virgil’s twice, once in a quotation,® and Horace is quoted three 
times ® Hurd’s commentaries on Horace are discussed and quoted,’ 
but not in respect of Horace or his opinions 


NARRATIVE LITERATURE 

In discussing the relations of narrative to dramatic literature Lessing 
takes up (xxxvi, 15) the example of Petromus Arbiter’s satire Matrona 

* Beyirage, i, p 51, Schnften, iv, p 81 Plautus gives this information in his 
Prologue “ See below, pp 467 f 

® J Kont, Lessing et VAnhquiU, ed cit 1, p 77, points out that Lessmg’s view on 
the title of the play has been accepted by Fleckeisen {Rheimsches Museum Jut 
Philologie, N F XIV ( 1 859) , pp 628 f ) but opposed by Ritschl {Parerga zu Plautus 
und Terenz, Leipzig, 1845, 1, p 132, Preface to Stickus in Plauti Comadtee (ed 
F Ritschl, 11 (Bonn, 1850), p xviii) and by Riese {R/teinisches Museum, N F' xxu 
(1867), pp 303 f) 

‘ [LXIX, 30 ] “7, 29; [XLI, 99] 

‘ xvui, 1 10, 1 15, XLI, 158, LDC, 14 ' xen, 8 ff , xem, xorv, xcv. 
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Ephest.^ His interest in this theme goes bnck to his earhest period, 
when he planned a comedy on it m rivalry with his fincnd G F 
Weisse, whose one-act drama Dte Matrone von Ephesus was produced 
m 1 748 * At the present Ume in H2imburg Lessing took up his early 
sketch, his interest in it being perhaps awakened by Pfeffel’s version® 
of Houdar de la Motte’s one-act comedy (1702), to which he refers 
here (20) Lessing could learn of other French dramatic versions from 
L^ns [op cit pp 169, 284 f), and in his Entwurfe zu Besprechungen 
[Schnften, xv, p 45) he notes from Cibber’s Lives of the Poets ‘Die 
Ephesian Matron von Ogilby v Gibb Vol n p 267 a Poem Die 
Ephes Matr von Char Johnson ibid Vol v p 342 a Farce ’ The 
substance of this old story is that a widow saves a soldier who makes 
love to her by allowing him to put on the cross the dead body of the 
husband whom she is mourning, m place of that of the malefactor 
whose body is stolen Lycas, in the tale of Petromus, is one of the 
guests at the banquet, the passage which Lessing quotes (47) is in 
English ‘ If the Emperor had been just, he must have had the body 
of the master of the house brought back to the tomb and the woman 
crucilied ’* Cosack notes (op ctt pp 217 f) that Lessing, in tellmg 
the story, modifies the close, in his version it is not the widow who 
proposes to put her husband’s body in place of the malefactor’s, 
moreover, the expedient proves in the end to be unnecessary, as the 
news concerning the removal of the malefactor’s body turns out to be 
false ® This may have all been suggested to Lessing by an article on 
a Chinese tale in the Journal itranger, December (1, pp 176 ff), 
where the reviewer compares the Chinese story with that of the 
Matron of Ephesus,® quoting the comment of Lycas In spite of his 
promise here (56) and the note in the Entwurfe zu- Besprechungen, 
Lessing does not return to the subject 


^ Satynccn qua supersunt, ed P Burmannus, 2nd ed Amsterdam, ^ 743 , h PP 
659 ff , Lessing refers to this edition in his Collectanea [Schriften^ xv, p 349) 

* Weisse himself describes this play in the preface to Beytrag zum deutschen Theater ^ 
11 (ate verbesserte undvcrmehrteAuflage, Leipzig, 1767) as ‘des Verfassers allererster 
theatralischer Versuch und eine wahrc Schulubung’ 

® Die Matrone von Ephes, aus dem Franzosischen des Herm La Motte ubersetzt, 
Frankfurt and Leipzig, 1766 * Satyricon, ed at 1, p 676 

® In his own plan for a drama on this subject (Die Matrone von Ephesus, Schriften, 
111, pp 439 ff ) Lessing avoids the difhculty by making the theft of the corpse a jest 
of the servant Dromo, by means of this device the widow is brought to make 
confession of the plot (cp also Petersen, ed at p 215) 

• See pp 214 ff The comment of Lycas is quoted on p 217 



Part III 

LESSING'S DRAMATIC THEORT 

CHAPTER XI 

THE SOURCES OF LESSING’S AESTHETIC 
THEORY 

To speak of philosophical or aesthetic bases for Lessing’s dramatic 
theory is a little misleading, for Lessing was neither a philosopher nor 
an aesthetician in any systematic sense of these words ^ He had 
grown up in the Leibnitz- Wolffian atmosphere of Germany in the 
first half of the eighteenth century, and in his early years he accepted 
the philosophy of the ‘ Aufklarung ’ as a matter of course Its concep- 
tion of the moral fabric of the world was deeply ingrained in him, 
and its rationalisation of religious belief was easily brought into 
harmony with the orthodoxy of his childhood The Leibmtzian con- 
ception of a ‘pre-established harmony’ throwing a bridge between 
matter and spirit, was, no doubt, an entirely satisfying explanation 
for him The complacent self-assuredness of the ‘Aufklarer’ closed 
the door for him on further futile speculation In later life, when 
Lessing’s rationalism was tempered by English deism, and when his 
acquaintance with the thought of Spinoza opened up spiritual vistas 
unknown in the Leibmtzian fiuth, his philosophy does form an 
important factor m his interpretation of religion , but with his reflexions 
and speculations in the aesthetic field it has little to do It has been 
suggested that Lessing’s Leibmtzian optimism placed obstacles in the 
way of a free and unshackled attitude to the problem of the tragic, 
and that an intense preoccupation with Leibnitz in his Breslau years 
reacted on the view of tragedy set forth m the Dramaturgie but apart 

^ On Lessing’s philosophy see C SAaeiapf, Lessing ah Phlosoph, •^rd ed Stuttgart, 
1921, also the introduction to the anthology Lessings Philosophic {Philosophische 
Bibliothek, cxix), Leipzig, igog, by Paul Lorentz Particularly enlightening is the 
work by R Sommer, Gmndzilge einer Geschichte der deutschen Psychologic and Asthctik 
von Wolff-Baiangarten bis KantSehiller, Wurzburg, i B92 (pp 1 76 ff ), a book un- 
fortunately long out of prmt 

• J Chvio, Lessing und das Problem dcr Tragodie, Zurich a.nd Leipzig, igiSipp 66 ff 
(see esp p 96) 
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from the question whether Lessing did study Leibnit2 so assiduously 
in Breslau as is assumed, it seems to me that this study did not affect 
his tragic theory, if only because there is litde essential difference in 
Lessmg’s attitude to that problem in 1 767 and ten years before If 
his eyes were always blinkered by the rationalistic insistence on the 
moral purpose of hterature, this was too nhich flesh and bone of his 
age to require any particular philosophic explanation 

And if his philosophy plays so small a part in his theory of the 
drama, it is almost an anachronism to expect, before aesthetic thought 
had had time to crystallise out of the Baumgarten system, that Lessing 
should have been guided by systematic aesthetic considerations It is 
true that, hke all his younger contemporaries in Leipzig, he turned 
away from the narrow WolfRanism of Gottsched to the somewhat 
freer outlook of Bodmer and Breitinger, and found more satisfaction 
in Du Bos’ Rijiexions critiques sur la Poesie et sur la Peinture than m 
Gottsched’s Critische Dichthunst, but this was the veriest ruffling of the 
surface of aesthetic speculation 

The truth is that Lessing’s approach to the problems of the drama 
— as to that of the delimitation of the arts in his Laokoon — was always 
an empiric one, neither speculative nor metaphysical His interest 
began with his ambition to become himself a dramatist, his theones 
of drama were the outcome of purely practical considerations of ways 
and means Moreover — as will, I think, be abundantly evident from 
the following pages — he approached his problems in an eclectic way, 
not as an original thinker His industrious reading brought him face 
to face with a considerable body of literature on the nature and 
function of dramatic poetry, and he made it his business to pick and 
choose what was congenial to him 

From Lessing’s two journals, the Beytrage zsh Histone und Aufnahme 
des Theaters and the Theatralische Bibliothek, inferences have already 
been drawn in the first part of this volume concermng his interest 
in dramatic theory down to about the year 1758 ^ But, as we 
have seen, the harvest is not encouraging In the earlier journal, 
where Lessing was still a docile disciple of Gottsched, the chief con- 
tribution of this kind apart from the Plautus essays is the translation 
of Corneille’s Trots Discours, which, it will be remembered, I have 
claimed for Lessing himself The Theatralische Bibliothek contains 
several items which have bearing on dramatic theory Gellert’s and 
Ghassiron’s disqmsitions on the ‘com^die larmoyante’, Dryden’s 

1 See above, pp 1 14 f 
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Essay of Dramatic Poesy, and the final volume of Du Bos’ RiJUxwns 
contaimng his treatise on the theatrical representations of the ancients 
Apart from these, Lessing contributed in the summer of 1751 an 
article to Das Meaeste am dem Rcicke des Witzes, which deals with two 
writers who were to be of the first importance for his subsequent 
critical theory ; he reviews here^ the German translation of Batteux’ 
Les Beaux-Arts riduits d un mime pnncipe by Johann Adolf Schlegel, 
Leipzig, 1751 (erroneously attributing the translation to Gellert), 
together with another and unsatisfactory version by Philipp E. 
Bertram (Gotha, 1751) He then passes to Diderot’s Lettre sur les 
sourds et muets, which had been evoked by Batteux’ treatise A third 
book which is discussed in the same article, La Mettne’s L'Art de jouir, 
IS mainly occupied with that writer’s travesty of Haller’s poem Dons, 
and does not concern us here 

This little essay might fairly be claimed as Lessing’s first step on 
the path which ultimately led him to the Hamburgtsche Dramaturgie 
The opening paragraph is his first pronouncement on the ‘rules’, 
Batteux suggested to him that they were not the stable and unchange- 
able foundations of poetic composition on which the older critics had 
insisted He says 

Die Regeln in den schonen Kunsten smd aus den Beobachtungen ent- 
standen, welche man uber die Wercke derselben gemacht hat Diese 
Beobachtungen haben sich von Zeit zu Zeit vermehret, und vermehren 
sich noch, so oft ein Genie, welches memals semen Vorgingern ganz folgt, 
einen neuen Weg einschlagt, oder den schon bekannten uber die alten 
Grenzen hinausbahnet Wie unzehlig muss also mcht die Menge der 
Regeln sein, denn alien diesen Beobachtungen kan man eine Art der 
Allgemeinheit geben, das ist, man kan sic zu Regeln machen Wie unnutz 
aber mussen sie uns nothwendig durch eben diese Menge werden, Wenn 
man sie mcht durch die Zuruckfuhrung auf allgememe Satze einfacher 
und wemger machen kan “ 

Batteux’ attempt to demonstrate the ‘ Einschranckung der schonen 
Kunste auf einen eintzigen Grundsatz’ — namely, the imitation of 
nature — had Lessing’s approval Diderot’s letter also gave him much 
to think of notably, the limitations of the French language for artistic 
expression, and the sigmficance of gesture in the art of the actor In 
1 755 Batteux re-published his treatise (with additions) as Pnncipes de 
la Littirature^ and Lessing’s friend Karl Wilhelm Ramler published, 

* Schriften, iv, pp 413 ff > Ibid pp. 413 f 

“ This was expanded into five volumes m 1 764, under the same title 
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m 1756-58, a translation of this larger treatise; a second edition 
of this translation appeared in 1762—63, and a sixth and last in 
1802 In his Abhandlung von dem tVesen der Fabel ( 1 759) Lessing, it may 
be added, again refers to Batteux with aU respect, although main- 
taining his own theory of the fable against him Batteux’ aesthetic 
theory remained, as will be seen from the following pages, an im- 
portant and even a basic factor in his views on tragedy 

Another French work with which Lessing was doubtless early 
fanuliar was Hedehn d’Aubignac’s Pratique du Tbidtre This ‘ ouvrage 
tris-ndcessaire a ceux qui veulent s’apphquer a la Composition des 
Poemes Dramatiques, qui les recitent en public, ou qui prennent 
plaisir d’en voir les representations’ (as it is described on its title- 
page) ongmally appeared in Pans in 1657, and Lessing probably had 
in his possession the Amsterdam edition of 1715 This work — then 
nearly a hundred years old — still possessed for the Lessing of the 
Dramaturgu a certain canonical value 

With Aristotle’s Poetics he had, no doubt, made acquaintance at 
an early date in Dacier’s translation,* but his first close study of it 
probably dated from the appearance of a German translation by 
M C Curtius in 1753, which first brought that work home to the 
German reading world ® One cannot but notice how sparse are the 
references to Aristotle m Lessing’s early writings * 

^ Schriften, vii, pp 433 ff See also LitUraturbnefe, No hoc, November 23, 1759, 
ed cit IV, pp 329 ff , Schnften, viii, pp 186 ff Cp M Schenker, Charles Batteux 
und Seine Nachahmungstheorie in Deutschland, Leipzig, 1909, pp 137 ff 

“ In his Theatralische Bibliothek (Schnften, vi, p 32) Lessing quotes the Pans 
edition of 1 692 R Petsch, Lessings Bnefwechsel mit Mendelssohn und Nicolai uber das 
Traimspiel (Philosophische Bibliothek, cxiu), Leipzig, 1910, p xv (note), mentions 
that Dacier’s work appeared anonymously, but there were two editions in 1692, 
an anonymous quarto one, and a duodecimo one with Dacier’s name It is the 
latter to which Lessmg refers in the Theatralische Bibliothek There was also an 
Amsterdam edition of 1 733 

® When Gottsched planned his Deutsche Schaubuhne in 1 740, he had contemplated 
opemng its first volume with ‘ Die Dichtkunst Aristotels ms Deutsche ubersetzt, 
und mit Anmerkungen versehen von Herrn Prof Gottjcheden’ (‘Nachricht von 
der unter der Presse befindhchen deutschen Schaubuhne’ in the Beytrage zur 
critischen Histone etc , St xxiii, 1740, p 525) And m the preface to the first 
volume of the Schaubuhne (1742, p 7) he said ‘Die Obcrsctzung 1st langstvon 
mir vcrfertiget worden, indem ich vor zwolf Jahren schon, gleich nach dem Antritte 
meines poetischen Lehramtes daruber offentlich gelesen, und dadurch die Regeln 
der guten Schaubuhne in Deutschland zuerst bekannt zu machen gesuchet ’ 
Lessing refers to this promised translation in his review of Curtius 

* Aristotle’s name only occurs four times in the Beytrage, each time in the Critik 
uber die Gefangnen des Plautus (Schnften, iv, pp 136, 154, 159 (in quotation), 160) 
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In reviewing the translation of the Poetics by Curtius in the 
Berlirtische pnvilegirte Zei^ng of 1 753 he says ' 

[Aristoteles] hcrrscht indemReichcdcsGeschmacksunterdenDichtem 
und Redncm eben so unumschrankt, als ehedem unter semen Penpate- 
tdccm Seme Dichtkunst, oder vielmehr das Fragment derselben, 1st dcr 
Quell aus welchem alle Horaze, alle Boileaus, alle Hedelms, alle Bodmers, 
bis so gar auf die Gottschede, ihre Fluren bcwassert haben ^ 

In aU probability then, Aristotle’s Poetics meant Curtius’s translation 
for Lessing down to the time of the correspondence with Mendelssohn 
and Nicolai in 1756-57, and even, for that matter, until the Drama- 
tUTgie was fairly well advanced We have no ground for supposing 
that Lessing made any study of the Greek text until then ® Later in 
this chapter I deal with Lessing’s attitude to Aristode in the Drama- 
turgie and the sources of knowledge on which he relied 

In 1753 an event occurred which was of the first importance for 
Lessing’s aesthetic speculation and which marked a turning-point in 
his intellectual development In that year he made the acquaintance 
of Moses Mendelssohn ^ I doubt whether even yet the full extent of 
his debt to Mendelssohn has been recognised It is certainly no 
exaggeration to say that the latter contributed more to the moulding 
of Lessing’s mind than any other of his friends, and if, m his later life. 
It was his conscious intention to raise a monument to Mendelssohn 
in Nathan der Weise, it was the just repayment of a great debt The 
acquaintance seems to have been brought about by A S Gumpertz 
in 1 753 The first visible effect of it is to be seen in Lessing’s defence 
of his own drama Die Juden agtunst Michaelis in the Theatraluche 
Bibliathek m 1 754 , and in 1 755 Mendelssohn and Lessing were asso- 
ciated in me essay Pope ein Metaphysiker’ From that year onwards 
their correspondence was considerable It was Mendelssohn who 

^ Schnftm, v, pp I94f 

’ G. G Fulleborn reported to Lessing’s brother (K G Lessing, G E Lessings 
Leben, ed at 111, pp vn f ) that among papers ‘aus Lessings Jugendzeit ’ he found 
‘ hm und wieder auf cinzelnen Slattern Penoden aus Aristoteles Poetik ubersetzt, 
welche er [Lessmg] in der Folgeweitrichtiger und Deutscher in seiner Dramaturgic 
gegeben hat’ But these papers have disappeared, and it is impossible to say 
whether, as Mxmcker suggests [Schnften, xiv, p 164), they belonged to a period 
before the publication of Curtius’s book or subsequent to it, or, for that matter, 
whether they may not have been merely excerpts from the German translation 

® Cp L Goldstein, Moses Mendelssohn und die deutsche Asthettk, Konigsberg, 1904 
(espeaally pp 187 ff), where Lessmg’s dependence on Mendelssohn, more par- 
ticularly in the Laokoon, is discussed, 

RL 22 



338 Lessing's Dramatic Theory 

turned Lessing’s mind to philosophical questions with his &rst pub- 
hcations, Philosophische Gesprache and Briefi uber die Empfindungen, both 
of which appeared in 1755 Mendelssohn interested him in the 
writings of the English moralists, m Shaftesbury, Hutcheson, and 
Burke, with the consequence that Lessmg pubhshed in 1 756 a transla- 
tion of Hutcheson’s Elements of Moral Philosophy as Sittenlehre der 
VemuTift, and planned a translation of Burke’s Enquiry into the Origin of 
OUT Ideas of the Sublime and Beautiful In the new field of aesthetics 
opened up by Baumgarten and Georg Fnednch Meier in Halle, he 
read the latter’s Anfangsgrunde aller schonen Wissenschaften (Halle, 1 748- 
50 , and ed 1 754-59) of which there are echoes in the correspondence 
with Mendelssohn and Nicolai on tragedy,^ and the study of the 
theory of laughter to which Mendelssohn refers in a letter to Lessing 
in 1755* would perhaps have owed something to Meier’s early 
Gedanken von Scherzen (Halle, 1744), as well as to Hutcheson’s Reflections 
upon Laughter In matters of literary criticism it has already been 
shown in these pages how much rehance Lessing placed on judgments 
by Mendelssohn in articles contributed by him to the Brief e, die neueste 
Litteratur betreffend 

In 1756 Nicolai planned a new journal, Biblvothek der schonen 
Wissenschaften und der freyen Kunsle, and offered as a prize for the best 
German tragedy the sum of fifty talers In order to facilitate the 
work of the young dramatists whom he hoped to encourage, he him- 
self wrote for the first number of his journal an Abhandlung vom 
Trauerspiele , and on August 31 — the first number of the Bibhothek did 
not appear until the following year — ^he wrote to Lessing, who had 
already set out on his European tour with Gottfried Winkler, giving 
him a brief account of the contents of his essay This formed the 
starting-point for a correspondence of the three friends, Lessing, 
Mendelssohn and Nicolai, on the nature of tragedy, which continued 
at intervals until the spring of the following year * Lessing’s share 
in It consisted of eight letters written between November 13, 1756 
and Apnl 2, 1757 

^ Cp Anfangsgnlmiei i (1746), vii {Von dem sinlichm Leben der Gedanken), 

192 ff and Lessing’s definition of *Leidenschaften’ 

* Letter to Lessing, November 19, 1755 {Mendelssohns Gesammelte Sckriften, ed at 

V, p II) 

• The Abhandlung is reprinted in Lessings Jugendfremdey cd by J Minor m 
Kursebner’s Deutsche J^atumal'litteratur, boui, [1883], and the correspondence will 
be found in Schnfien, xvii, pp 63 ff, and xnc, pp 40 ff A convenient edition of 
Abhandlung and correspondence has been pubhshed by R Fetsch (see above, p 336, 
note 2) 
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Nicolai’s essay set out to bore the plank where it was thickest He 
contrasts Aristotle’s statement that the object of tragedy is ‘ to purify 
us by means of terror and pity from the errors of the passions repre- 
sented’ with Corneille’s assertion that the writer of tragedies has 
merely in view the production of pleasure Aristotle, he holds, says 
too much, Corneille not enough, and he himself proposes as a 
defimtion of the object of tragedy ‘the stirring up in us of violent 
passions ’ This is an amplification of Corneille’s demand in the hght 
of Du Bos’ doctrine that the source of pleasure is the occupation of 
the imnd, and that nothing occupies it more effectually than strong 
passions Or it may be regarded as a curtailment of Aristotle’s 
definition by removing from it the insistence on a cathartic purpose 

Although Nicolai thus rejects Aristotle’s theory that tragedy 
‘punfies’, he examines the various interpretations of that theory 
which have been offered There is the view put forward by Brumoy, 
that the purification consists in hardening the audience against evils 
by familiarising them with such things ^ But this view he considers 
to conflict with Anstode’s statement that the object of tragedy is to 
stir up and not to damp passions Nicolai maintains that the purpose 
of tragedy is not at all essential to its defimtion, he hints, indeed, that 
It may have been inserted in the definition by Aristotle merely to 
appease Plato it is what Corneille called a ‘beautiful thought’* and 
nothing more Thus he endorses the view held by Curtius, that 
Aristotle is guilty of inconsistency in asserting that there can be 
tragedy without morals and at the same time requiring tragedy to 
purify passions there can be no passions to purify if there are no 
morals ® Purification of passions may or may not be included in the 
defimtion,- but tragedy must have a moral end The theatre, as 

1 TiWSfr* Gr««, Pans, 1 730, 1, p liii Lessing, finding m Curtius ’s 
von der Absicht des Trauerspiels a translation of some lines of Timocles, with a 
reference to Athenieus, vi, cap i, p 223, suggested them to Nicolai as older evidence 
of this theory than that afforded by Brumoy It is Athenteus who refers to Stobsus 
(whom Lessmg cites as having quoted the lines of Timocles Cp Lessing’s letter 
of April 2, 1757 i Petsch, op cit p 106) The original source of the reference is 

probably Robortello, de ^rtff Portica, Florence, 15^8, pp 53 f J Bemays, 

m Pheinischis Museum fur Philologte, N F locxiv (1879), PP 615 f , traces Lessing’s 
quotation to Comicorum Gracorum Sententug ab H Stephana reddiUe [Pans], 1569, 

P 45 ® (where the passage in question is headed Ex ’Timocle) 

■ Discouts de la EragMie, (Euvres, cd Marty- Laveau, Pans, 1662, 1, p 58 

® Gp Anstoteles Dichtkunst, im Deutsche ubersetzet, mit Anmerkungen und besondem 
Abhandlungm versehen, von Michael Conrad Curtius, Hanover, 1753, pp 123 f 


22-2 
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Mendelssohn had said, may have its own morality,^ but this morality 
must not be in conflict with real morahty 

The action, the essential part of tragedy, must have tragic greatness , 
it must be uninterrupted, not comphcated, and it must possess unity 
This leads to a discussion of the particular umties on which the French 
insisted Nicolai pleads for a relaxation of the classic rule, which has 
the disadvantage of excluding from tragedy subjects otherwise 
eminendy suitable ‘Die einzige Pflicht des Dichters wird hlso nur 
seyn, sich der Einheit der Zeit und des Orts, so viel moghch, zu 
nihern, und wenn er um grosserer Schonheiten willen davon ab- 
weichen muss, es so einzunchten, dass die Abweichung dem Zuschauer 
nicht sehr merldich werde On this point Nicolai is in agreement 
with the views — not, however, published until some years later — of 
Johann Ehas Schlegel Nor does Lessmg seem to differ very much 
from him At least he does not revert to this matter in his reply 
Nicolai now proceeds to deal with admiration as a tragic ‘passion 
and he divides tragedies into three categories ( i ) those which merely 
aw'aken terror and pity, that is, tragedies of common life, and dramas 
such as Medea, Thyestes, Mirope and Zflyre in which the interest is of 
a similar kind, (2) heroic tragedies such as Cato and Brutus, in which 
by means of terror and pity admiration is awakened, and (3) mixed 
tragedies, in which the terror and pity are tempered by the introduc- 
tion of characters who awaken our admiration, such being Iphigeneia 
in Aulis, Le Comte i' Essex and Athalie He rejects a suggested fourth 
class m which admiration is awakened without the assistance of terror 
and pity, an example being Schlegel’s Canut 

The correspondence of the three friends which followed this pro- 
nouncement deals only with a small part of Nicolai’s programme, 
there is nothing m it about the unities or the different kinds of tragic 
plot It IS restncted, in fact, to a discussion of the legitimate tragic 
‘passions’ and the purpose of tragedy As these questions recur in 
the Hamburgische Dramaturgic, and as Lessing’s views remained sub- 
stantially those which he held in 1756-57, it will be more convement 
to deal with them in later chapters 

Such then is Lessing’s occupation with drama and dramatic theory 
down to the year 1 758 

In the following year he pubhshed his first considerable treatise 
on literary aesthetics, the Abhandlung von dem Wesen der Fabel which 

1 Cp Briefe uber die Empfindungen, xiu, GesammelU Schnjlen, ed at i, p 157. 

’ Petsch, op at p 15 
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accompanied his own collection of fables. This has, however, few 
points of contact with dratna; and beyond the fact that it affords 
evidence of his continued interest m Batteux, it is of httle importance 
in the present connexion ^ But at the same time Lessing was engaged 
on an undertaking of much greater relevance and importance for his 
future work a translation of Diderot’s Le Fib naturel and Le pke de 
famille with their accompanymg ‘Entretiens’. The two plays had 
appeared in Pans respectively in 1757 and 1758, Lessing’s translation 
was published in 1760, and was followed by a second edition in 1781.® 
Diderot, the Frenchman of his generation with whom Lessing 
stood in most sympathetic relation, was the greatest force in the 
ultimate crystallisation of his ideas on the nature, function and 
presentation of the drama Even now, strange to say, there is no 
adequate study of the relations of Lessing and Diderot, or, for that 
matter, of Diderot’s share in the evolution of German ideas * It is, 
however, a difficult problem, for the raimfications of Diderot’s in- 
fluence on Lessing are many and subtle In the following pages I have 
attempted, in matters of detail, to evaluate that influence as far as 
It is apparent in the ideas of the Hamburgische Dramaturgie 

In 1759 there appeared in England a work which had a more 
revolutionary influence on the literature of Germany than perhaps 
any other of the century, the Conjectures on Original Composition of 
Edward Young It was at once translated — indeed twice — into 
German as a separate pamphlet Gedanken uber die Original- Werke in 
einem Schreiben des D Youngs an den Verfasser des Grandison Aus dem 
Englischen, Leipzig, 1760 (signed v T [Hans Ernst von Teubern]), 
and m the second and third parts of the Freymuthige Bnefe uber die 
neuesten Werke aus den Wissenschaften in und ausser Deutschland (signed 
‘G *’) * Here a new and kindling conception of poetic gemus was 
enunciated, which could not but have a profound influence on 

* See above, p 336 

• The edition of Lessing’s works in Kurschner’s Deutsche JfaUonal-htteratiiT (vol 
bev) reprints in its entirety his translation, as does also the latest edition in the 
Goldene Klassiker Bibliothek, Berlin [1925—9] 

“ See however R Dikenmann, Beztrage zum Thema Diderot und Lessing, Diss 
Zurich, 1915, E Schmidt, Diderot und Lessing in Die Gegenwart, xxj (1883), Nos 9 
(PP 133-^)) 1° (pp 153-5), the slight introduction in C Flaischlcn, O H 
von Gemmingen mit einer Vorstudie uber Diderot als Dramatiker, Diss Zurich, 1 890 

‘ There is a convenient reprmt of v Teubern’s translation, ed by K Jahn, in 
the series Kleine Texte fur thealogische und philologuche Vorlesungen und Obungen, lx, 
Bonn, 1910 
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Lessing’s mind It led him to think carefully on the nature of genius, 
which had been explained so simply by the older theorists. 

There is no ground for believing that during his sojourn in Breslau 
Lessing concerned himself seriously with problems of dramatic theory. 
His aesthetic interests centred in the problems of the Lackoon, and 
although these have obvious relevance to the tendency of the Drama- 
turgie to define the various fields of dramatic poetry and theatncal 
representation, Laokaon does not come very much into question in 
this volume But the waning interest in dramatic theory was balanced 
by his preoccupation, during the later years in Breslau, with his great 
comedy Minna von Bamhelm 

It was, however, in these years that some important works in the 
field of dramatic aesthetics appeared, which have left their traces on 
Lessing’s work For the first time Johann Elias Schlegel — then fifteen 
years dead — became a force in the practical problems of creating a 
German national theatre, through the publication (in the third 
volume of his collected works in 1764) of his theoretical treatises 
Indeed, we might say that the whole scheme of a national theatre in 
Hamburg might have remained rudimentary and impracticable, 
without Schlegel’s clear and concrete plans for the erection of such 
an institution in the Danish capital ^ In 1 762 there appeared also 
Home’s Elements of Criticism — in its German translation entitled 
Grundsatze der Critik (1763-66) — -a work which matenally furthered 
Lessing’s movement towards naturalism and the English standpoint 
in the art of the drama Lastly mention should be made of Mar- 
montel’s Polhque franfoise (2 vols Pans, 1 763), a work which as I have 
shown elsewhere* had a marked influence in formulating one of the 
central dogmas of the Laokoon Lessing turns to it again in his 
Dramaturgie ’ 


LESSING AND ARISTOTLE 

Anticipating conclusions to which the present investigations lead, 
I would say at once that a common view of the Hamburguche Drama- 
tuTgie as a treatise essentially concerned with the Poetics of Aristotle 
IS hardly in accordance with fact, Aristotle is certainly not, as 
Gotschlich claimed,* the pivot on which Lessing’s journal turns In 

1 See also above, pp i g f , 24 

• Modem Language Review, vi (1911), pp 216 fF 

“ See below, pp 355 (note ii), 398, qj also pp 371 f 

* E Gotschiich, Lessings Arufoteluc/ie Siudien, Bcrha, 1876, pp r6, lag and parstm 



The Sources of Lessing’s Aesthetic Theory 343 

the early moulding of his theoretical views on the drama Aristotle 
appears to have played a very small part As we have seen, he is 
practically ignored in the Beytrage and the Theatralische Bibliothek, as 
far as any personal views of Lessing are concerned In his Lehen 
Sophocles of 1760, It is true, Lessing cites a passage in the original 
Greek, but I doubt whether much weight can be attached to this 
There is, in fact, no evidence of his malang any systematic study of 
the Poetics until he was well advanced in the DTomaturgie, in 1768 
At the time of his correspondence with Mendelssohn and Nicolai m 
1756-57, indeed, he showed some interest in Aristotle’s views of the 
drama Gotschlich infers from Lessmg’s discussions of the meamng 
of <^o/3o? in his letter to Nicolai of April 2, 1757, that he turned in 
that year from the translation of Gurtius to the Greek text of Aristotle ® 
In view of the fact, however, that his substitution of ‘fear’ for ‘terror’ 
as an interpretation of the word was not necessarily a conclusion of 
his own,^ Gotschlich’s argument does not carry much conviction — 
particularly as the single word <^oj8os is the only ground offered us 
from the correspondence as proof of Lessing’s study of the Greek text 
The most cursory reader of the Hamburgische Dramaturgie is obliged 
to admit that Lessing’s interest m Aristotle was slow to awaken 
Throughout the first thirty-six sections his name is only mentioned 
three times, on the first occasion, a reference to the actual text of the 
Poetics is not necessarily implied, on the second the sentence con- 
taining the name is interrupted, and on the third, it occurs in a 
passage translated from Corneille * In fact, all that Lessing has to 
say, prior to St xxxvii, concerning the nature and function of tragedy, 
IS sporadic, and merely echoes ideas which he had expressed on the 
subject at an earlier stage of his studies ® In St xxxvii, however, he 
plunges unexpectedly into a problem of Aristotelian exegesis sug- 
gested by a remark of Tourneimne’s, in connexion with Voltaire’s 
MSrope, on the best form of tragic plot, and m the next section he 
follows this up with a discussion of the meaning of certain technical 
terms used by Aristotle This is far, however, from being a beginning 
to a systematic consideration of Aristotle’s opinions on tragedy, for 

* See below, p 345, note i 

* Gotschlich, op cit p 4 

“ See below, pp 354 ff 

* XDC, 15 (‘Nun hat es Anstoteles langst entschieden, wie weit sich der tragische 
Dichter um die histonsche Wahrheit zu bekumtnern habe’), xxii, 57, xxxt, 127 

' For example, i, 1 15, ii, 43, xn, 19, xxxv, 93 
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after St xxxix his name is only mentioned four times* until St. lxxiv 
M oreover, in St xliv, xlv and xlvi Lessing discusses the Unities 
With reference to the views of D’Aubignac and Corneille, but, strange 
to say, without any specific reference to Anstotle. 

With St LXXIV, published at the end of March, 1768, Lessing 
settles down for the first time to a serious examination of the Poetics 
As a first step, he puts himself nght with regard to the translation of 
<f) 6 pos. It must be translated ‘Furcht’, not ‘Schrecken’ Surely there 
could be no more convincing proof of Lessing’s indifference to 
Anstotle throughout three-quarters of the Dramaturgic than the fact 
that he had continued to wnte ‘Schrecken’ until in the seventy-fourth 
section he suddenly remembered how, in 1757, he had already cor- 
rected Nicolai on tins very point ' On November 5, 1 768 we find 
him wnting to Mendelssohn ‘Ich gehe in allem Ernst rmt einem 
neuen Commentar uber die Dichtkunst des Anstoteles, wemgstens 
desjenigen Theds, der die Tragodie angeht, schwanger ’ ® When this 
letter was written, eighty-two parts of the Dramaturgic were published, 
and the greater part of the remainder, promised already for the 
middle of May, 1 768, was in type, and out of Lessing’s hands Senous 
as all this interest m Anstotle no doubt was, the failure of the theatre 
(which Lessing had long foreseen) damped his ardour in the matter; 
new interests — connected with his quarrel with Klotz — supervened, 
and the promise was never fulfilled 

In the Dramaturgic Lessing makes the statement that before any 
one can understand the Aristotelian Poetics properly, he must have 
studied every other work of Anstotle ‘ I should counsel any one who 
wants to give us a new commentary on his Poetics which shall leave 
that of Dacier far behind it, above all things to read the works of the 
philosopher from beginning to end From this the inference has 
been drawn that Lessing himself had done so* — I doubt, however, 

* XLVlI, 29, XLK, 78, L, 21, LXX, I26 

* Schnftm, xvu, p 270 Also Dramaturgie, ci-crv, 218 ‘Ich habe von dem 
Entstehen, von der Grundlage der Dichtkunst dieses Philosophen, meine eigene 
Gedanken, die ich hier ohne Weitlauftigkeit nicht ausscm koiuite ’ In Lxxxni (23) 
he refers to 'eine andere Gelegenheit’ when he will deal more fully with the 
interpretation of Anstotle 

» Lxxy, 25 He had written similarly ten years before to Nicolai {Schnjien, xvu, 
p 98) ■ Ich kann mir nicht embilden, dass einer, der dieses zweyte Buch [der 
Rhetonk] und die ganze aristotelische Sittenlehre an den Nicomachus nicht gelesen 
hat, die Dichtkunst dieses Weltweiscn verstehen konne ’ 

* Gotschlich, op cii p ^ 
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if it IS a correct deduction: there is, at least, no ground for beheving 
that Lessing was intimately fainihar with any work of Aristotle’s 
except the Poetics, A survey of his writings reveals frequent references 
to the Nicomachean Ethics, the Politics and Rhetoric, as well as to the 
Poetics • but in the majonty of instances these references are vaguely 
general, or based on second-hand sources ^ It is difficult even to say 
with confidence what edition of Aristotle — of the works in general, 
or the Poetics in particular — Lessing possessed The forms of the Greek 
text quoted m his works make it probable that he used one of the 
Du Val editions® which enjoyed a wide currency m the eighteenth 
century ® 

Of all Lessmg’s guides to the interpretation of Aristotle, the most 
important was Dacier’s translation and commentary which appeared 
m 1692 under the full title La Poitique d'Anstote, contenant les Regies 
les plus exactes pour juger du Poeme Heroique, et des Pieces de Theatre, la 
Tragedie et la Comedie Traduite en Frangois, avec des Remarques 
Cntiques sur tout I’Ouvrage Par Mr Dacier, Pans, 1692. By making 
the Poetics thus umversally accessible to the Europe of his time, Dacier 
re-opened the problem of Aristotle’s authority as a lawgiver amongst 

' The Nicomaehean Ethics is mentioned in the letter to Nicolai just quoted, m the 
preface to the translation of Hutcheson (Schriften, vii, p 64), and in the Dramaturgu, 
xc, 1 1 5 (note) , the Politics in the Leben Sophocles {Schnften, viii, p 312) and with a 
special reference to H Conring's edition (1656) in Laokoon, 11 {Schriften, ix, p ii), 
the Rhetoric in the review of Curtius (Schriften, v, p 194), in the letter to Nicolai 
of April 2, 1757 [Schriften, xvii, p 98), in the Abhandlmg von dem IVesen der Fabel, 
both in the original and in translation (Schriften, vii, pp 424, 440, 444 f ), in a 
quotation from himself in the Litteraturbnefe, Ixx (Schnften, viii, p 188), and in the 
Dramaturgic, ixxv, 40, Lxxvii, 93, Lxxix, 29 (and note) In his note to uexv, 66 
(72) Lessing quotes the ediUon of the Rhetoric by dimilius Portus, Speyer, 1598, but 
he does not draw his text from this edition, nor docs the passage quoted in a note 
to LXXVII (100) correspond with Portus, and the latter numbers his chapters 
differently In Lxx, 127, however, he quotes from Portus’s commentary on the 
Rhetoric (11, p 3) ‘ Solet autem qdaerere pugnam in suis libris Aristoteles Atque 
hoc facit non temere, et casu, sed certa ratione atque consilio nam labefactatis 
aliorum opinionibus ’ The Poetics is discussed in the review of Gurtius (Schnften, 
V, PP 194 f), m the correspondence of 1757, especially in the letter to Nicolai 
which has been referred to of April 2, 1 757 , it is quoted both in Greek and in the 
translation of Dacier in the Leben Sophocles (Schnften, viii, pp 351 f) and m Laokoon 
(Schnften, ix, pp 4, 140, 144) Lastly the Aristotelian treatise De incessu animalium 
IS referred to, as cited by Erasmus, in the materials for Laokoon (Schnften, xiv, p 420) 

® Anstotelis Opera omnia quie extant, Grace et Latine, edited by Du Val, appeared 
at Paris m 1619, 1629, 1639, 1654 

‘ Some clue to Xjessing’s Aristotelian literature is to be found m his discussion 
( lxxvi , 94) of the meamng of the word tjM.Xa.vBpiarrov See below, pp 361 f 
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poets and men of letters who had no particular classical scholarship. 
His purpose was not merely to familiarise the modem world with 
Aristotle’s treatise , he also hoped to assist in counteracting ‘ le desordre 
oil ndtre theatre est tombe depuis quelque temps’ ^ He advanced 
the movement with which Lessing, too, was identified, whereby 
critical opimon found its way back from the baroque pseudo- 
classicism of the seventeenth century to a true, or, at least, a truer 
classicism The method, moreover, which Dacier followed in his 
interpretation of Anstode was also Lessing’s, and the French critic 
approached his task with no contemptible eqmpmcnt of learmng, 
both classical and modern Amongst his predecessors, he pinned his 
faith in the mam to Victorius, ‘le plus sgavant, le plus exact et le 
plus sage’, of Aristode’s interpreters,* and his own commentary is, 
in many respects, a polemic against the more arbitrary, if often more 
ingemous, deductions of Castelvetro Of other critics, Dacier speaks 
with most respect of Le Bossu, and finds much to approve of in 
D’Aubignac’s Pratique du Theatre * 

Dacier’s attitude towards Anstode foreshadows — in fact, one might 
say frankly it suggested — Lessing’s He has the same confident faith 
in the immutability of Aristode’s authority The rules of poetry, he 
maintains, ‘sont si certainement celles qu’Anstote nous donne, qu’il 
est impossible d’y reussir par un autre chemin’, and he compares the 
laws that Anstode established with those of nature, not of men * 
Lessing repeatedly expresses a similar unwavenng faith m Aristotle 
‘Ernes offenbaren Widerspruchs’, he says (xxxviii, 13), ‘macht sich 
em Anstoteles nicht leicht schuldig Wo ich dergleichen bey so einem 
Manne zu finden glaubc, setze ich das grossere Misstrauen heber in 
meinen, als in semen Verstand And again (lxxiv, 3) ‘Anstoteles 

^ Preface, ed cit p [m] 

* Poitique d^Arutote, ed cil p [xxiv], but cp also pp 45, 53, 95, 266, etc 
Lessing mentions Victorius (xxxvii, 107), but only m a quotation from Dacier, 
there is no reason to infer that Lessing himself consulted Victorius, whose com- 
mentary on the Foetus appeared at Florence in 1560 

® Ibid pp [xxvf], in his commentary he quotes Le Bossu very frequently 
(pp HI, 246, 251, 266, 304, etc), for criticisms of D’Aubignac, cp pp 168, 170 

* Ibid pp [ill, x] Corneille, too, had said of Aristotle’s precepts that they were 
‘de tous les temps et de tous les peoples* (Avertissement to L£ Cid^ (SuvreSf ed cit 
111, p 85) This implicit faith in Aristotle would appear to have been first expressed 
by Scaliger 

® Curtius, too (op cit p 213), had said ‘Die genaue Oberlegung, womit 
Anstoteles schneb, erlaubct mcht, einem so grossen Manne emen Widerspruch 
beyzumessen ’ 
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wtlrde ihn [den Charakter des Richards] schlechterduigs vcrworfcn 
haben ; zwar mit dem Ansehen des Aristoteles wollte ich bald fertig 
werden, wenn ich es nnr auch nut semen Grtinden zu werden 
wUsste.’i And in the famous passage at the dose of the Dramaturgie 
he goes so far as to declare that the Poetics ‘is as unerring a work as 
the elements of Euclid still are’ (ci-crv, 222) 

Ihre Grundsitze sind eben so wahr und gewiss, nur freyhch mcht so 
fasshch, und daher mehr der Chicane ausgesetzt, als alles, was diese 
enthalten Besonders getraue ich mir von der Tragodie, als uber die uns 
die Zeit so ziemlich alles daraus gonnen wollen, unwidersprechhch zu 
bewcisen, dass sie sich von der Richtschnur des Aristoteles keinen Schntt 
entfernen kann, ohne sich eben so wcit von ihrer Vollkommenheit zu 
entfernen “ 

It IS Dacier’s mission as well as Lessing’s to uphold Anstotle m the 
face of modern detractors and perverters of his views and an imme- 
diate model for Lessing’s anti-Gomelian polemic is to be found m 
Dacier’s sharp attacks on Corneille for his ‘accommodating’ inter- 
pretation of the Poetics ® But Lessing went a step further than his 
predecessor and defended Aristotle’s opimon m passages where to 
Dacier he seemed to have nodded * Lastly, Lessing’s insistence on 
interpreting Anstotle by Anstotle was a principle extensively ap- 
plied by Dacier ® Against all this is to be set the fact that he does 

* Both these passages recall Batteux {Pnnnpes de la litUrature, v, Pt u, chap iv. 
Pans ed of 1764, 111, p 97) ‘Quand un homme, tel qu’Aristote, a prononc^ avec 
assurance et sans interet, sur des matieres qui sont ventablement du ressort de 
I’esprit humain, il faut tenter toutes sortes de votes pour I’expliquer , ou avoir des 
demonstrations ngoureuses, pour le condamner ’ 

“ Petersen (ed at p 266) draws attention to two parallel comparisons of 
Anstotle with Euclid in reviews in the Cntische Nachrichten of 1 75 1 , which have been 
ascribed to Lessmg ‘ Die Geometne und Poesie haben ganz verschiedene Regeln, 
und derjenige, welchcr den Homer nach dem Euklides beurtheilen wolte, wurde 
eben so abgeschmackt handeln, als der, welcher den Euklides nach dem Homer 
beurthcilte ’ , and ‘ dass man also hier [in Euclid] die logischen Regeln beysammen 
antrift, deren Nutzen und Wahrheit so zu redcn die Erfahrung vieler Jahrhunderte 
bestdtiget hat, eben wie die Vorschnften m des Aristoteles Poetik von den Mustem 
hergenommen smd, deren Schonheit erne allgemeine Empfindung erkennet hatte ’ 
(Schnften, iv, pp 217, 240) 

’ Poihque d'Artstote, ed at pp [xxviii], 80, 192 f , 228 f , 233 f , etc 

‘ xxxvii, 110, 129, LXXVI, I 

“ Dacier refers espiecially frequently to the Rhetoric (ed at pp 5, 37, 100, 189, 
329, 340, 364, 366 f , etc ) But such cross-references were general even m the early 
Italian echtions, they go back, m fact, m the majonty of cases, to that most in- 
dustrious of Anstotle’s commentators, Robortello 
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not speak very kindly of Dacier, lie,calls him a ‘Pedant’ and, with 
obvious irony, ‘der ^rhehe Dacier’, and when he quotes him, it is 
usually to refiite his opinion But this was an ungenerous trait in 
Lessing’s mentahty — his way, perhaps, of interpreting the Quixotian 
version of the old tag, 'Amicus Plato, sed magis arnica ventas’ — 
against which we have to be constantly on our guard if we would 
estimate fairly his intellectual debts It is his attitude, for example, 
to Gottsched, to his old friend Weisse, to Spence in the Laokoon, and 
to many another There is no question but that his debt to Dacier 
IS great, indeed, it is hardly a paradox to say that, without the French 
work, we might never have had Lessing’s Aristotelian mterpretaUon 
at all 

The German translation of Aristotle’s Poetics by Michael Conrad 
Curtius — Anstoteles Dichtkunst, ins Deutsche ubersetzet, mit Anmerkungen, 
und besondem Abhandlungen, versehen — appeared at Hanover in 1753, 
and, as we have seen, was briefly reviewed by Lessing on August 23 
of the same year The form and general character of Curtius’s work 
were clearly suggested by Dacier’s, but it is not by any means a mere 
copy of the French work It had benefited, moreover, by the develop- 
ment of cntical ideas during the fifty years that lay between the two 
translations Curtius is even more interested than Dacier had been 
in contemporary hterature and in the newest theones of his day 
indeed, his familianty with such things is greater than his Greek 
learning His opinions are in general less original, being often an 
echo of Dacier’s, and they are not always logically consistent Dacier 
was an ‘ancient’ of the famous controversy, Curtius endeavours to 
reconcile the ‘ancient’ standpoint with that of the ‘moderns’ He 
holds loyally to Aristotle, but is in sympathy with the new conception 
of poetry as a ' vollkommen sinnliche Rede ’ (enunciated by Baum- 
garten and Meier) without recognising the difficulties which the new 
theory put in the way of a wholehearted acceptance of Aristotle 
For that matter, he apparently does not recognise the damaging 
effect of the new aesthetics on Gottschedian classicism Thus Curtius 
often flounders helplessly between conflicting opinions, he is ready 
to accept both Bodmer and Gottsched as authorities, even in matters 
where they are obviously at variance He looks up to Corneille and 
Voltaire as masters of modern tragedy, but he also mentions twice 
(pp 1 14, 1 15) the name of Shakespeare, whose Julius Caesar he knew 
from von Borck’s translation , in one passage (p 115) he even calls him 
‘ der enghsche grosse Shakespear ’ Needless to say, this does not mean 
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that he was prepared to defend ^ form of drama so irregular and so 
flagrantly m conflict with the classic rules as Shakespeare’s 1 

In the Dramaturgie Lessing frequently quotes Curtius’s translation , 
usually, it IS true, with the object of contradicting itj^ and when he 
cites Aristotle in German, his translation, although not drawn from 
Curtius, shows a considerable dependence upon him * 

Lessmg’s interpretation of Anstotehan problems is dealt with in 
the chapters that follow, but it may be said at once here tjiat he 
arrived at no new discovery and stated no conclusion in his Ans- 
toitelian criticism that was new or unknown in his day, and where he 
did attempt to initiate new interpretations of the Aristotehan text, 
these have proved, almost without exception, unacceptable to later 
scholarship But what he did achieve was to provide extraordinarily 
brilliant and convincing settings for the views he maintained on the 
wider aspects of Aristotelian doctrine, here he his mastery and his 
strength, not m the novelty or correctness of his views His inter- 
pretation of Anstotle is incomplete and often inconclusive, it will be 
seen how tantahsmgly he has relegated crucial questions, just when 
a solution seemed within reach, to the unwritten commentary on the 
PoetKS, which, as the Dramaturgie drew to a close, had a foremost 
place in his plans Had the commentary been written, we have every 
reason for believing that it would, in Lessmg’s own phrase, have 
‘left Dacier’s fax behind’ (lxxv, 27) Of the unfulfilled promises of 
Lessing’s intellectual life, the failure to redeem this one is surely the 
most regrettable 

In considenng the sources which Lessing had at hand m writing 
his Hamburgische Dramaturgie we have to remember that to a certain 
degree the invitation to act as critical adviser to the Hamburg Theatre 
took him by surprise, and found him unprepared He had to resume 
a line of thought which had been virtually broken since his corre- 
spondence on tragedy with Mendelssohn and Nicolai some ten years 
before, or at least since his pre-occupation with Diderot m 1 759-60 
He himself confessed frankly, as we have seen, that his love for the 

1 xxxviii, 2 , ucxvi, 97, Lxxvn, 66, lxxviii, note to 143, xc, 11 Perhaps 
Mendelssohn was responsible for freeing Lessing from Curtius’s leading-strings 
that critic published in the Litteraturbrie/e, No cxlvi, February 19, and No cxlvii, 
February q6 , 1761 (ed cit ix, pp 58 ff ) a review of Curtius’s CritircA* j 46 Aandlungm 
md Gedichte (Hanover, 1760), in which he did not conceal his low ojnnion of 
the author “ See below, pp 385 ff 
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theatre had died down ^ There is thus no reason to infer that fais 
standpoint in matters of dramatic theory when he began his work 
in Hamburg differed materially from that which he had mamtamed 
in the earher correspondence. Moreover, he had not — as was ob- 
viously the case when he was wnting Laokoon — a large hbrary at his 
disposal When he set out for Hamburg he gathered together from 
his collection such books as he thought might be useful for his new 
undertaking — notably all his own earlier writings, mcludmg the 
LiUeraturbnefe, and works of reference such as those of Ldns and 
Parfaict — and left the remainder to be sold by auction Thus his 
hbrary in Hamburg was comparatively linuted , and it is scarcely to 
be thought that the resources of Hamburg could have materially 
added to it 


1 Cp his letter to Glenn of February i, 1767, see above, p 117, note i 



CHAPTER XII 


THEORY OF TRAGEDY 

THE DEFINITION OF TRAGEDY 

‘It IS beyond dispute’, says Lessing (lxxvii, 30), ‘that Aristotle did 
not intend to give any strict logical definition of Tragedy For, 
without limiting himself to its merely essential characteristics, he 
introduced various fortuitous ones because the usage of his time had 
rendered them necessary Apart from these, however, and after the 
others had been reduced by linking them up with one another, a 
perfectly exact explanation remains, namely that Trage dy, in one 
word, IS a poem that excites pity In respect of its genus it is the 
imitation of an action, like the epic and comedy, but, in respect of 
Its species, it is the imitation of an action that is worthy of our pity 
From these two ideas all its rules may be completely deduced, and 
even its dramatic form is defined by them ’ 

Anstode’s definition occurs in the sixth chapter of his Poetics, and 
in the text of the editions of Du Val — or indeed, in any text available 
to the eighteenth century — ^it is as follows (1449 b) 

eoTtv oup rpaya)8Ca pifiTjais TTpdfecoy (movSaias Kai rcActas /leycOos* €j(pv(rris, 
■q8iHTp€v<p Xoyio XdJpls iKd<TTw rwv ciSwv iv Toig poploi^M hpwvruiv dAAd ou Si* 
aTrayyeXias , Si* eAcov Kai tpo^ov Trepaivovoa ttjv twv Toiovrwv TTad'T)p^6.TWV 
KoBapaiv 

This had been rendered by Daaer {ed cit pp 72 f) 

La Tragedie est done une imitation d’unc action grave, entiere, et qui 
a une juste grandeur Dont le style est agreablement assaisonnd, mais 
diffcremment dans routes ses parties, ct qui, sans le secours de la narration, 
par le moyen de la compassion et de la terreur, acheve de purger en nous 
ces sortes de passions, et toutes les autres semblables 

And Curtius, obviously following Dacier, gave the Germans of his 
time the defimtion in the form in which they knew it [op cit pp. 

Ilf.) 

Das Trauerspiel 1st nambeh die Nachahmung ciner ernsthaften, voU-* 
stindigen, und eine Grosse habenden Handlung, durch einen mit fremdeid 
Schmucke versehenen Ausdruck, dessen samtliche Theile aber besonden 
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wiricen. welche femer, mcht durch die Erz&hlung des Dichters, soitdem 
(durch Vorstcllung der Handlungen selbst) uns, vemuttelst des Scfareckens 
und Mitlddens, von den Fehlem der vorgestellten Leidenschaften remiget 

Both translators, Lessing observes (lxxvii, 6o), had recognised the 
difficulty caused by the htde word oAAd, and they had endeavoured 
either to gloss it over, or, by expansion, to explain it Lessing, how- 
ever, in his firm faith that the writings of Aristotle are as unassailable 
as those of Euclid (ci-crv, 222), endeavours to justify Anstode’s 
apparent refusal to allow that the narrative form is capable of 
awakening the kind of pity required by tragedy, and quotes (lxxvh, 
100) the following passage from chapter viii of the second book 
of the Rhetoric (his ‘neuntes Kapitel’ is evidendy a shp) ' 

And as sufferings are objects of compassion if they are apparendy close 
at hand, whereas, if they occurred ten thousand years ago or will occur ten 
thousand years hence, the anticipation or remembrance of them, as the 
case may be, either excites no compassion at all in us or excites it in a much 
smaller degree, it necessarily follows that orators are more successful in 
arousing compassion, if they aid the effect of their words by their gestures, 
tones, habiliments and dramatic action of any kind 

This, however, is surely a specious argument, for the great nar- 
rative poet IS quite as able as the dramatist — Homer is as well able 
as Sophocles — to make past events take on the vivid semblance of 
bemg present But the whole discussion falls to the ground with the 
now accepted conclusion that the word dAAd is an unjustified inter- 
polation of the Aldine text 


PITY AND FEAR 

The real difficulties of the Aristotehan definition of Tragedy lie m 
the last words ' Si’ eAeou koX ^d/Sov •ntpalvovaa t^v twv tolovtcov 
TTaOrnLaToiv Kadapoiv What is the precise meaning of eAeo? and <f> 6 pos 
How are we to understand Kadapms^ What is the end or purpose 
of Tragedy^ These are the debatable questions on which the burmng 
controversies of Aristotelian interpretation have always turned, and 
Lessing’s contnbution to them forms a pivotal part of his dramatic 
theory 

Throughout the first part of the Hamburgische Dramaturgie Aristotle’s 

''A i 

* I quote from the translation of J E C Welldon, London, 1886, pp. 152 f 
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Aeo; and are translated by Lessing ‘Mitleid’ and ‘Schrecken’.^ 
But in St. Lxxiv (49, 62), when discussuig Wcisse’s Rickard der Dntte, 
he corrects ‘Schrcckcn’ to ‘Furcht’, and throughout the remainder 
of the work Anstotle’s phrase appears as ‘ Mideid und Furcht’.* The 
correction was probably prompted by consideration of the charaeter 
of Richard III Such an unmitigated villain as he is represented to 
be can only awaken in us ‘ Schrecken that is to say (lxxtv, 30) ‘ das 
Erstaunen uber unbegreifliche Missethaten, das Entsetzen uber 
Bosheiten, die unsem Begriff ubersteigen ’ This is not one of the 
legitimate purposes of Tragedy, indeed, the piocts of antiquity 
attempted to immmise it by attributing responsibdity for monstrous 
cnme to fate or an avenging god rather than to the man himself It 
IS the kind of ‘ terror ’ in which Grebillon, ‘ der Schreckhche mdulges 
But, Lessing argues (lxxiv, 49), Anstotle does not say ‘Schrecken’ 

Das Wort, welches Aristoteles braucht, heisst F urcht Mitleid und F urcht, 
sagt er, soil die Tragodie erregen, nicht, Mideid und Schrecken Es ist 
wahr, das Schrecken ist eine Gattung der Furcht, es ist eine plotzhche, 
ubcrraschende Furcht 

As I have already suggested,® it is difficult to reconcile Lessing’s 
late discovery of this in the seventy-fourth section, dating from 1 768, 
with the fact that as far back as April 2, 1757 he had written to 
Nicolai * 

Furcht und Mitleiden Konnen Sic mir nicht sagen, warum so wohl 
D acierals Curtius, Schrecken und Furcht fur gleich bedeutende Worte 
nehmen^ Warum sie das anstotelische ^jSor, welches der Grieche durch- 
gangig braucht, bald durch das eine, bald durch das andre ubersetzen^ 
Es Sind doch wohl zwey verschiedne Dinge, Furcht und Schrecken'^ Und 
wie, wenn sich das ganze Schrecken, wovon man nach den falsch ver- 
standenen aristotehschen Begnffen bisher so viel geschwatzt, auf welter 
mchts, als auf diese schwankende Obersetzung grundete^ Lesen Sie, bitte 
ich, das zweyte und achte Hauptstuck des zweyten Buchs der aristotehschen 
Rhetorik denn das muss ich Ihnen beylaufig sagen, ich kann mir mcht 
einbilden, dass einer, der dieses zweyte Buch und die ganze aristotehsche 
Sittenlehre an den Nicomachus mcht gelesen hat, die Dichtkunst dieses 

1 XXXII, 31, 56,57,73, xxxvn, 7a, xxxvm, 64, laojxLvit, 140, xlix, 5a, u, 130, 
LXXIV, 6 Also m Lessing’s earher writings, Thtatralischi Bibliothek (Scfmjien, vi, 
p 6) , Das Theater des Herm Diderot, Berbn, 1 760, 1, pp 235, 283 (unchanged in the 
edition of 1781) 

* E.g LXXIV, 49 ff , LXXV, 1 7 ff , LXXX, 102 

’ See above, p 344 

* Scknften, xvu, pp 97 f , Petsch, op at -pp 104 f 
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Wcltwcisen vcrstehcn kbnne Anstotcles crkldrt das Wort wdchcs 

Herr Curtius am oftersten Schrecken, Daaer aber balcf terreur, bald 
erainte ubersetzt, dutch die Unlustruber ein bevorstehendes Ubel, und sagt, 
alias dasjemge erweeke in uns Furcht, was, wenn wir es an andern sehen, 
Mideiden erweeke, und alles dasjemge erweeke Mitleiden, was, wenn es 
uns selbst bevorstehe, Furcht erweeken musse. Dem zu Folge kann also 
die Furcht, nach der Meynung des Aristotelcs, keine unmittelbare Wirkung 
des Trauerspiels seyn, sondern sie muss weiter mchts als eine reflectirte 
Idee seyn Anstoteles wurde bloss gesagt haben das Trauerspiel soil 
unsre Leidenschaften dutch das Mitleiden reinigen, wenn er 
lucht zugleich auch das Mittel hatte angeben wollen, wie diese Reinigung 
durch das Mitleiden moglich werde, und dieserwegen setzte er noch die 
F urcht hinzu, welche er fur dieses Mittel hielt Jenes hat seme Richtigkeit, 
dieses aber ist falsch Das Mitleiden reiniget unsre Leidenschaften, aber 
mcht vennittelst der Furcht, auf welchen Einfall den Aristoteles sein 
falscher Begriff von dem Mitleiden gebracht hat Hiervon konnen Sie 
sich mit Herrn Moses welter unterreden, denn m diesem Puncte, so viel 
ich weiss, Sind wir einig Nun behalten Sie, durch die ganze Dichtkunst 
des Aristoteles, uberall wo Sie Schrecken finden, diese Erklarung der 
Furcht in Gedanken, (denn Furcht muss es uberall heissen, und mcht 
Schrecken), und sagen mir alsdann, was Sie von der Lehre des Aristoteles 
dunkt 

This letter not merely anticipates Lessing’s substitution in the 
Dramalurgie of ‘Furcht’ for ‘Schrecken’, but even the reference to the 
Rhetoric (lxxv, 38) in elucidation of Aristotle’s conception of <f> 6 ^os 
IS repeated in the later work in terms which (apart from the alteration 
of the number of a chapter) distinctly recall the letter It would 
thus seem likely that Lessing now turned to his old letters to Mendels- 
sohn and Nicolai, which (it will be remembered) he had asked to 
have sent back to him The further inference is hardly to be avoided, 
that until now he had entirely forgotten his previous insistence that 
‘Furcht’ should be substituted for ‘Schrecken’ 

Lessing was not the first critic to insist upon a discrimination 
between ‘terror’ and ‘fear’ The practice of his predecessors in 
interpreting Aristotle’s words is worth recording Heinsius — to go 
no further back — in his Latin version of the Poetics had accepted 
misencordia et metus’, but in his De Tragadtie constitu- 
tion^, which profoundly influenced the eighteenth-century inter- 
pretation of the Aristotehan theory, he wrote ‘Affectus proprii illius 
sunt duo Misencordia, et Horror ’, and again, ‘ terrorem . . ac misen- 


* Letter to Nicolai of April 17, 1757 (SchnfUn, xvii, p 102). 
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co^^ifam ’ ^otaedle wrote ‘ crainte but he clearly meant ‘ terreur ’ ■ 
translated <l>6pos by ‘terreur’® Dacier used ‘terreur’, but 
in his notes to Aristotle’s thirteenth chapter he several times sub- 
stituted ‘cramte’ * Ikiimoy, too, wrote both ‘terreur’ and ‘crainte’, 
mainly, however, tlie~Iatter, and he would seem to give it the 
sigmhcance claimed for it by Lessing ® The older German writers 
invariably translated ‘ Schrecken und Mitleiden ’ ® As the eighteenth 
century moved on, the word ‘terreur’ established itself more firtrdy 
in France It will be found, for instance, in Du Bos’ Reflexions 
critiques sur la poeste et sur la peinture^ in Batteux’ Les Beaux-arts riduits 
d un mime princtpe, and in the enlarged form of that treatise, Pnnctpes 
de la littirature and the German translators of these works render 
‘ terreur ’ by ‘ Schrecken ’ ® Both R ouss eau and Diderot use ‘ terreur ’ “ 
Marmontel in his Poitique frangoise, a work with which Lessing was 
fairuKar, translated the phrase in Anstode’s defimtion. ‘la terreur 
et la pitid’ , but in the text of his work he also wrote ‘ la crainte et 
la pitid ’ll 

1 Ansiotelis de poetica, Leyden, l6ii, p ii , De Tragadie comtitutione, Leyderf, 
1643, pp 10, 19 f It might be noted in this connexion that La Mesnardiire, ui his 
Poihque (Pans, 1640, pp ai ff), discussed at great length the difference between 
‘horror’ and ‘terror’ 

* Trots dtscours ((Sums, ed ctl 1, pp 22, 52 ff) The translation in Lessing’s 
Beytrage zur Historte und Aufnahme des TheaUrs, 11 (pp 211 ff ), follows Corneille 
with'Furcht’ ^ L’ Art po/tique. Ill, 18 

‘ PoMique d’Aristote, ed at ‘terreur’, pp 73, Bi f , 185, 187, 197, etc , ‘crainte’, 
pp 185, 186, 188 ff 

® Thidire des Grecs, Pans, 1730, 1, PP h, hn, Iv Cp especially p li ‘D’oti il 
arrive que la crainte nous est plus naturelle, et nous donne des secousses plus 
frequentes que toute autre passion, par le sentiment intime et experimental qui 
nous avertit toujours que les maux assiegent de toutes parts la vie humaine ’ 

“ For instance, Gottsched, Cntische Dichtkunsl, 2nd ed Leipzig, 1737, p 675, 
Breitinger, Cntische Dichtkunsi, Zurich, 1740, 1, p 69, Curtius’s translation of 
Aristotle, ed cit pp 25, 26, 28, 1 85 and passim Cp Mendelssohn, Brufe uber die 
Emppndungen and Rhapsodie {Gesammette Schnftm, ed cit 1, pp 1 73, 249) 

^ Cp Pt 1, Sections xiv and xv (Pans edition ol 1755, 1, pp 106, 1 10) 

® Pnncipes de la Uttirature, Pans, 1764, 111, pp 72 f, 76, 81 f, etc 
’ It IS, however, mteresting to note that Ramler, the translator of Batteux, who 
did not hesitate to bring Batteux up to date or occasionally impute to him views 
which he could not possibly have held, changed ‘ Schrecken ’ to ‘ Fureht’^^M^mns 
of the work published subsequently to Lessmg’s Dramaturgie (e g 3rd ed Lnp zig. 
1769, u, pp. 273, 274, 277, etc ) 

“ Rousseau, Lettre d M D’Alembert, Amsterdam, 1758, p 30, Diderot, Lefils 
naturel. Second et Troisibme Entretiens, CEuvres Computes, ed cit vii, pp 1:6, 135. 
(Lessmg’s translation, 1, pp 235, 282 ) 

“ Poitique franfoise, Pans, 1763, u, pp 95, 96, 97, 98, 128 f, etc. Lessing quotes 
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Lessing had, however, an immediate predecessor for his argument 
in Louis Racine, who wrote, in the Traiti de la poiste dramaUque 
ancierme et moderne appended to his commentary to his father’s works 

(1752) ^ 

Nous sommes depuis long-temps en usage de rendre ce mot par 
celui de tareur, cependant la terreur est un trouble de I’ame fort different 
de celui qui cause la crainte, et cjW/Sor ne signifie que crainte L’auteur de 
I’argument qm est a la tfite de TAgamemnon d’Eschyle, pour dire que le 
discours de CMsandre excite la terreur et la piti6, emploie ces deux mots 
fKirhjiiv Kal oIktov Metus est le mot dont les interprfetes latins d’Anstote 
se servent ordmairement Castelvetro s’est servi d’lspavenio, et non de 
Unore, un commentateur espagnol sc sert du mot miedo, qui veut dire 
crainte, enfin Corneille, dans son Discours sur la Tragddie, nommant les 
deux passions qui en sont I’ame, suivant Aristote, nomme toujours la pitit 
et la crainte 

Lessing may have read Racine’s book, but it should be noted that 
the passage in question is commented on prominently in a review of 
the book in the Mercure de France of January, 1751 (pp 75 ff), and 
we know that Lessing possessed a set of this periodical down to the 
year 1758 * 

When Lessing first interested himself in the meaning of ^oj8os, and 
before he had reason to doubt the correctness of its translation as 
‘Schrecken’, he accepted Mendelssohn’s definition of the word In 
his letter to Nicolai of November [13], 1 756, he wrote ‘ Das Schrecken 
in der Tragodie 1st weiter mchts als die plotzliche Uberraschung 
des Mitleides, ich mag den Gegenstand meines Mideids kennen oder 
mcht’,® which is clearly Mendelssohn’s ‘dasjemge, was in den 
Trauerspielen unter demNamen des Schreckens bekannt 1st, 1st mchts 
als em Mitleiden, das uns schncll uberrascht, denn die Gefahr droht 
memals uns selbst, sondern unserm Nebenmenschen, den wir 

from this work m his Laokoon, xvii (^Schrijien, ix, pp 1 06 f , see my note in Afodern 
Language Review, vi, 191 1, pp 216 ff ), and seems to have it in mmd in the Drarna- 
turgie, xtv, 43 There is also a reference to Mannontel’s book m Lessing’s notes tor 
subsequent use m the Dramaturgie (SchrzfUn, xv, p 44) 

* Louis Racme, (Euvres, Pans, 1808, vi, pp 379 f AttenUon has already been 
drawn to this by J Meyer in an article on Lessing und die Franzosen m Aiemannia, 
xvii (1889), pp 157 ff 

* See letter to Gleim, February i, 1767 {Scknften, xvii, p 229, cp also m the 

same volume, pp 238,251,253,268,311) Lessing refers repeatedly to the Af«rcure 
m his Collectanea ( JcAri/fcn, xv, pp 193, 224, 283, 302, 318) , also m Lao/toon, iv (Seknf- 
tm, ix, p 28) • Schnften, xvii, p 65, Petsch, op at p 53 
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bcdaucm.’^ It is the first shock which we feel when misfortune 
suddenly befalls anyone, and which has, as its consequence, the 
awakemng of our pity But with the more careful consideration of 
Aristotle’s words — which would appear to have taken place between 
November 13,1 756 and April 2, 1 757 — Lessing was obhged to discard 
the word ‘Schrecken’ Aristotle defines his (fm^os as an emobon 
awakened by a misfortune overtaking a person hke ourselves (mfil 
Tov ofioiov) This is not the terror which is awakened in us by an 
unmitigated villain such as Richard III, whom we could never 
regard as a person hke ourselves, it is the fear which we as spectators 
have, lest we might possibly meet with a similar fate — a fear for 
ourselves. Or in Lessmg’s own words in the Dramaturgie (lxxv, 18) ’ 
‘ [Anstoteles] Furcht 1st durchaus mcht die Furcht, welche uns das 
bevorstehende Ubel ernes andern, fur diesen andern, erweekt, sondern 
es 1st die Furcht, welche aus unserer Ahnhchkeit mit der leidenden 
Person fur uns selbst entspnngt diese Furcht 1st das auf uns selbst 
bezogene Mitleid ’ 

To illustrate the confusion caused by misunderstanding of the word 
Lessing quotes (lxxiv, 65) a passage from a work entitled 
Komisches Theater, von S , Breslau, 1759 (Vorrede, p 35) * This 
writer, using the word ‘Schrecken’, points out that Aristotle is wrong 
in limiting it to ‘unsers gleichen’ — or rather that the hmitation is 
unnecessary, for we can be equally affected by this emotion in 
witnessing a monster of wickedness fall into misfortune, in fact this 

^ Briefe uber die Empjindungen {Gesammelte Schnften^ ed ext i, p 173) 

* The passage (with slight verbal differences) actually occurs on pp 35 f * S 
according to F von Blankenburg, Luterarische zu J G Sulzers Allgemeintr 

TheoTU der schonen KimsUy i (Leipzig, 1796), p 248, is Straube, presumably G B 
Straube, who had objected to comedies in rhymed verse in Gottsched’s Beytrage zur 
cntischen Historie etc (xxiii, 1740), while the author of the three 'Abhandlungen* 
which precede the comedies in ihet Komisches Theater wa.sj P Schrader Cosadc,on 
the other hand {op at p 343), says that ’ is Ghr Ernst Schenk, a statement sup- 

ported by the entry in Kayaer, Bucher-Lexuarti vi, Schauspiele (Leipzig, 1836), p 100 
The volume is the subject of a review of some length — ^which Schroter and Thiele 
{ed at p 417) claim, not very convincingly, for Lessing himself — in the Bihliothtk 
der schdnen Wissenschafterij v, 2 (1759), pp 335 ff The critic here has no very high 
opimon of the introductory ‘Abhandlungen* ‘Die Folge 1st, dass der Verfasscr 
bekannte Dinge, die Anstoteles, Hedelin, Batteux, der Verfasser der Briefe uber 
die Empfindung, und andere, schon vor ihm und besser gesagt hatten, auf erne 
ver^derte Art einmal sagt, oder wo erja etwas neues hinzusetzet, sich mehrenthcili 
irrt Unter der Larve ernes theatralischen Metaphysikers streut er semen Lesem 
nur Staub in die Augen * 
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‘Schrecken’ is a kind of ‘Mitleid’ and need not have been 
mentioned at all And from Mendelssohn’s Rhapsodte oder ^usdtze SM 
den Brief en uber die Empfindungen Lessing quotes another long 

passage m which Mendelssohn elaborates his conception of ‘ Mitleid’, 
also coming to the conclusion that ‘ theatrahsches Schrecken’ is 
‘ Mitleiden ’ Lessing accepts these views as incontrovertibly cdrroict 
as far as they go, but he is not prepared to admit that Aristotle is 
wrong 

In his letter to Nicolai of April 1757, claiming ‘Furcht’ as the 
correct equivalent for <^dj 3 os, Lessing had, as we have seen, referred 
his friend to ‘das zweyte und achte Stuck des zweyten Buchs der 
aristotelischen Rhetorik’, in the Dramaturgic (lxxv, 39) he repeats 
the reference,® and in a way which shows that he had the old correspon- 
dencebefore him Aristotle, he affirms, must always be explained from 
himself In chapter v of book 11 of the Rhetoric Aristotle defines ‘fear’ 
as ‘a species of pain or disturbance arising from an impression of 

* In a later edition of the Rhapsodte (m the new edition of his Phtlosophtsche 
Sehrijten, 1771) Mendelssohn defended his original view against Lessing’s attempt 
to vindicate Aristotle Aristotle, he says, was of the opinion ‘dass wir bei einer 
jeden tragischen Vorstellung Rucksicht auf uns selbst nehmen AJlein ich fur 
meinen Theil leugne diese Rucksicht auf uns selbst Wenigstens 1st sie nicht 
nothwendig, wenn wir nut andern sympathisircn sollen Wie oft 1st der Bemitleidete 
nicht in solchen Umstanden, in welche wir schlechterdings me gerathen konnen'’ 
Dass wir leichter zum Mitleiden bewegt werden, wenn wir in ahniichen Umstanden 
Sind, cm ahnhehes Ungluck ausgestanden oder zu befurchten haben, kann zwar 
mcht geleugnet werden Allcin dieses kommt nicht, wie Aristoteles zu glauben 
scheint, aus eigensuchtiger Furcht, denn die Eigensucht 1st es gewiss nicht, die 
unsfr Herz dem Mitleiden aufschliesst Es ist vielmehr das lebhaftere Selbst- 
gefuhl eincs ahniichen tJbels, das unser Mitleiden scharft, indem es uns den 
Leidenden ala desto bedauernawerther betrachten lasst ’ {Gesammelte SchriJten^ ed cit 
I. P 250) 

* To Nicolai he quoted chapters ii and viii, but in the Dramaturgie, v and vui- 
‘Stl ’ in his criticism m Klotz’s Deutsche Bibliothek (iv (1769), p 502) reprimanded 
him for this inaccuracy "Die Erklarung dieser Furcht steht nicht im funften und 
achten, sondem im zehnten, eilften und zwamigsten Kapitel des zweyten Bucli^ 
von Aristoteles Rhetorik Einem Manne, der andercr Senbenten Allegate mit so 
grossem Geschrey benchtigt, kann man diesen Dienst ja auch thun * This seems, 
however, to be a question of different editions Lessing’s statement (lxxv, 41) 
that Aristotle’s mterpreters had not referred to the Rhetoric is wrong Robortello 
had done so (pp 151 ff of his edition), and Heinsius, De tragadiiB constitutione (ed 
at pp. 71 f, 74), also Dacier (ed eit p 189) and L Racine (CEuvreSy ed cit vi, 
p 3^) In view of this there is no reason, here at least, to claim Heinsius’s treatise 
as a source of Lessing’s opimon, as does M Zerbst (Em Vorlaufer Lessings in der 
Aristoteles-interpretation, JcTxa, 1887, pp 27 f)^ 
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impending evil which is destructive or painful in its nature’, and in 
chapter vin ‘ pity ’ as ‘ a sort of pain at an evident evil of a destructive 
or painful kind in the case of somebody who does not deserve it, the 
evil being one to which we may naturally expect ourselves or some 
one of our own friends to be liable, and this at a time when it appears 
tp be near at hand ’ And later m chapter vm 

Again, we experience a feeling of compassion, when the danger which 
threatens others approaches ourselves We compassionate those who are like 
ourselves in age, character, habit of mind, reputation or family, as in all 
these cases there appears to be a greater probability of the same misfortune 
happening to ourselves as to them, for in regard to compassion again it is a 
^ general principle to be observed that whatever moves us to fear, when it 
affects ourselves, moves us to compassion, when it affects other people ^ 

The sentence quoted by Lessing in the original in his note (lxxv, 72) ® 
IS from chapter v of book 11 ‘generally speaking too, a thing is 
formidable to us, if it excites compassion when it happens or threatens 
to happen to others ’ ® 

Thus, Lessi ng con cludes (lxxv, Aristotle’s conceptio n of pit v 
necessarily inmidesfear, for nothing excites our_gity s^iLC that-W^ch 
at the same fime” can awaken ourftaf Why he found it necessary to 
mention fear at all is a ■qtrcstiUTI to which I return immediately 
Meanwhile, it might be noted that this Aristotelian defimtion of tragic 
fear as a fear for ourselves was more generally held than the contrary 
opinion maintained by Mendelssohn It is implicit, for instance, in 
Batteux’ statement 

La pitie 6meut nos entrailles, parce que nous voyons notre semblable 
malheureux La terreur nous resscrre le coeur, parce que nous craignons 
pour nous le malheur que nous voyons dans les autres mais cette crainte 
est melde d’une certaine douceur qui vient de la comparaison secrete que 
nous faisons de notre ^tat avec celui du malheureux qui souffre * 

* My quotations are again from J E C Welldon’s translation, London, 1886, 
PP 133. 149. 152 

* The comment of Portus {Arulotelis Rhetoricse, libn III, Speyer, 1598, n, x, 
p 213) criticised here by Lessing runs in English ‘ Finally, to speak simply, things 
are to be feared which, when they have come into the power of others, or are 
about to come (Lessing would read ‘when they have happened, or are about to 
happen’), are to be pitied ' 

“ Welldon’s translation, p 136 

* Principes de la literature, v, 11, chap ui {ed at 111, pp 73 f ) , Ramler’s translation 
(Leipzig, 1762), 11, p 273 
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Bnimoy, too^ wrote 

La piti6 qm n’est qu’un secret repli sur nous k la v &6 des maux d’autrui, 
dont nous pouvons 6tre ^galement les victunes, a une liaison si ^troite avec 
la crainte, que ces deux passions sont inseparables dans les homines, que le 
besom mutuel oblige de vivre dans la societi civile La crainte en un 
mot, et la pitie qui I’accompagne presque toujours, sont les premiers fruits 
de I’amour de nous-memes, parce qu’elles ont pour objet direct le mal 
present que nous voulons fuir sur toutes choses ^ 

But what if Aristotle’s conception of eAw were wrong'’ In the 
correspondence of 1756-57, when Lessing’s views on the subject were 
those of Mendelssohn, he frankly stated that Aristotle was wrong 
In his letter of December 18, 1756, he speaks of Mendelssohn’s ‘better 
notion’ of ‘Mitleid’ (le better than Aristotle’s)® This notion is 
stated in the ‘ Beschluss ’ of the Brufe uber die Empjindungen thus 

Allein was 1st das Mitleiden^ 1 st es mcht selbst eine Vermischung von 
angenehmen und unangenehmen Empfindungen^ [Diese Gemuths- 
bcwpgung] 1st nichts, als die Liebe zu einem Gegenstande mit dem Begriffe 
eines Unglucks, eines physikalischen Obels verbunden, das ihm unver- 
schuldet zugestossen ® 

The limitations of Aristotle’s false idea of pity, Lessing goes on to 
say,* are clearly seen when Aristotle declares in his thirteenth chapter 
that the misfortunes of a too virtuous hero do not induce ‘ Mitleid ’ 
in us, but ‘ Entsetzen und Abscheu’ According to the better modem 
conception of ‘ Mitleid they produce in us on the contrary ‘ Mitleid ’ 
of the highest kind, and if Aristotle’s statement were true, then 
‘Entsetzen und Abscheu’ would be equivalent to ‘Mitleid’ — but of 
course they are not so equivalent Thus Aristotle is clearly wrong 

By the time Lessing came to write his Laokoon, an English thinker, 
Adam Smith, had given him occasion once more to reflect on the 
nature of ‘ Mitleid ’ , and the views which he expresses on the subject 
in section iv of the Laokoon are drawn exclusively from the first 
diapter of Smith’s Theory of Moral Sentiments (London, 1 759, 2nd cd 
1761) This writer’s discussion of the nature of sympathy and his 
condemnation of Greek tragedyfor attempting ‘to excite compassion, 

1 nUStre dts Ones, ed at i, pp li, Iv 
■ Schnftm, xvu, p 85; Petsch, op at p 87 
® Gesammelte Schnftm, ed at i,p 1 73 
* Cp also Schnftm, xvu, p 98, Petsch, op at p 105 
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bythe representation of bodilypain’.'mighthavecalledforthfurther 
speculaPon on Lessing’s part on the subject of sympathy in tragedy; 
but Laokoon afforded no opportumty of pursmng the matter. In the 
Dramaturgu (lxxiv, 102) he quotes a long passage contaimng Men- 
delssohn’s defimtion of pity, but in the more elaborated form which 
Mendelssohn had given to it in his Rhapsodic uber die Empfindungen, 
published in 1761 m his Philosophuche Schnften ® Refemng here to 
what he had formerly written in the last part of his Brufe uber die 
Empfindungen ‘ uber die vermischten Empfindungen, die von Lust und 
Unlust zusammengesetzt sind ’, Mendelssohn, insists that pity is a 
mixed feehng, a combination oHsve for an object and displeasure 
at the misfortune which overtakes it But there can be many kinds 
of pity pitying fear, pitying terror Why should not all kinds of 
unpleasant feehngs, fear, terror, anger, jealousy, desire for vengeance, 
even envy, not spring from pity^® Lessing does not see how anyone — 
even Anstotle — could disagree with this definition of ‘ Mitleid ’ 
(lxxv, i) How then is Aristotle’s credit to be saved^ Lessing dis- 
covers the means in a passage which he quotes (lxxvi, 86) from the 
thirteenth chapter of the Poetics Aristotle there says that a bad man 
must not be seen passing from misery to happiness, for this is The most 
untragic form possible, it has not one of the requisites of Tragedy, 
It does not appeal to the human feehng in us {(^iXdvBpamov) nor does 
if call forth pity or fear Nor, on the other hand, should an extremely 
bad man be seen falhng from happiness mto misery Such a story 
may arouse the human feeling in us, but it will not move us to either 
pity or fear 

In this ‘Philanthropic’ — that is to say, disinterested, ‘unfeanng’ 
sympathy for our fellowmen* — Lessing finds the solution to his 

* Pt I, n (4th ed London, 1774, p 44) Cp also p 43 ‘Pam never calls forth 
any very lively sympathy unless it 13 accompanied with danger We sympathize 
with the fear, though not with the agony of the sufferer Fear, however, is a passion 
derived altogether from the imagination, which represents, with an uncertainty 
and fluctuation that increases our anxiety, not what we really feel, but what we 
may hereafter possibly suffer ’ 

* Lessing also refers to this work in his Laokoon (xxiii, Schriften, ix, p 139) The 
passage quoted will be found in Mendelssohn's Gesamnulte Schnftm, ed cit 1, pp 
248 ff 

® Cp Phlosophische Scknften.’BeThn, zB f{ , Gesammelte Schnften, ed at 

I, pp 248 f 

* Lessmg passes m review (lxxvi, 94) the various translations of (^lAdvflpciiirov 
by the commentators The ordmary Latm translation — that of Du Val — ^is 
‘hoimnibus gratum' (this would appear to go back to Victonus, from whom it was 
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difficulty of 1756, when he spoke of Aristotle’s ‘false notion’ of 
‘ Mitlcid’ — fake in so far as it prevented the application of the word 
‘ Mitleid ’ to the feelings awakened in us alike by the just retnbution 
befalling an utterly evil person and the suffenngs of a too perfect 
character He quotes (lxxvi, 105) Curtius’s himtation of the com- 
passionate feehng for the vicious person to cases where his suffering 
befalls him when he is innocent {ed cit p 191), but as Mendelssohn 
had shown in a graphic passage, which Lessing quotes (117) (it is the 
‘ fieschluss ’ to the Brief e uber die Empfindungen, Gesammelte Schnften, ed cit 
1, p 174), such limitation is not feasible We do suffer with the evd 
person under all circumstances Aristotle, he asserts (lxxvi, 72 ) 

‘ betrachtet das Mitleid nach semen pnmitiven Regungen, er betrachtet 
es blosals Affekt Mideidige Regungen, ohne Furcht fur uns selbst, 
nennt er Philanthropic und nur den starkern Regungen dieser Art, 
welche mit Furcht fur uns selbst verknupft sind, giebt er den Namen 
des Mitleids ’ The excessively evd person may be beyond the pale of 
our pity and yet arouse in us this ‘ Phdanthropie ’ So, too, may be 
the too virtuous hero, by whose undeserved sufferings we (who do 

adopted by Antonio Riccoboni) , the French ‘ [ce qui] peut faire quelque plaisir ’ 
(Dacier, p 181), the German ‘was Vergnugen machenkann’ (cp Curtius, p 25), 
Goulston, on the other hand, whom Lessing holds to be alone correct, translates it 
by ‘quod humamtatis sensu tangat’ {AristoUlis de Poeitca liber, Latine conversus et 
analytica methado illustralus, London, 1 623, p 27) Daniel Heinsius has been suggested 
as Lessing’s source here, as in one passage of his translation of the Poetics he renders 
the Gr€ek word by ‘ aliquid gratum hommibus ’ (De Tragiidiie constitutione, ed at 
p 269) , but the fact that Lessing does not refer to the more picturesque inter- 
pretation which Heinsius also gives, ‘conununi lege ac vinculo humamtatis’ 
(ibid , cp also Aristotelis de Poetica Liber, Leyden, 1611, p 28) — an interpretation 
which surely might have appealed to him, as he seems to have approved of it later — 
does not lend support to the view that he consulted Heinsius when he was writing 
this section That Lessing was at a later date familiar with Heinsius 13 to be seen 
from a letter to Eschenburg of April 25, 1772, concerning the latter’s translation 
of Hurd’s Commentary on Horace’s Epistles (Schnften, xviii, p 37) ‘Ich ivunschte, 
dass Sie aus der Erklarung des Anstotelischen ^iXavdpwnov das Wort Pflicht- 
massig wegliessen Sie schemen es aus dem lege der Hemsiusschen Umschreibung 
genommen zu haben, wo es aber mcht absolute stehet, sondern auf humamtatis 
geht, und so viel als vinculo humamtatis seyn soil Das Pflichtmassige ware, 
meiner Memung nach, gerade wieder das ^iXav 9 pwnov Denn es ware ohnstreitig 
unsere Pflicht, uns uber das Ungluck ernes Bosewichts zu freuen wenn Pflicht das 
heisst, was dem positiven Gesetze gemass 1st Aber dieser Pflicht ungeachtet, 
konnen wir ihn mcht ganz ohne Mitleid lassen, well dieser Bosewicht doch em 
Mensch ist ’ But I can find no certain evidence that Heinsius’s De Tragadne 
constitutione was one of Lessing’s direct sources when he was engaged on the 
Dramaturgu (See above, p 358, note 2 ) 
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not feel ourselves perfect) arc not moved, and in consequence are not 
tempted to put ourselves m the place of the sufferer. ‘ We are right’, 
he adds (140), ‘when we include “Philanthropic” under the name 
of pity But Aristotle was also not wrong when he gave it a special 
name, in order, as we have said, to distinguish it from the highest 
degree of compassionate feeling, m which, by the addition of a 
probable fear for ourselves, it becomes an active emotion ’ As will 
be seen, Lessing returns to these ‘ philanthropischen Gefuhle ’ for an 
explanation of twv toiovtcdv iradrjfidTiuv in the definition of tragedy 
As early as his letter of November [13], 1756, Lessing had expressed 
the opinion that the only emotion which it is the business of tragedy 
to awaken in the spectator is pity ‘Kurz, ich finde kerne emzige 
Leidenschaft, die das Trauerspiel in dem Zuschauer rege macht, als 
das Mitleiden He does not, however, deny that it may also awaken 
both ‘Schrecken’ and ‘Bewunderung’, but ‘diese smd kerne Lciden- 
schaften, nach memem Verstande’ He objects, as we have seen, to 
the inclusion of ‘Schrecken’, because he had learned from Mendels- 
sohn that this was a mere modification of ‘ Mitleid ’ But then comes 
the question, if ‘ Schrecken ’ is only a form of ‘ Mitleid ’ why should 
Aristotle have expressly mentioned it^ Mendelssohn was frankly of 
opinion that it ought not to have been mentioned, and proposed the 
substitution of ‘Bewunderung’ In April, 1757, when Lessing dis- 
covered that he ought to have written ‘Furcht’, not ‘Schrecken’, he 
still had difficulty in explaining its presence in the definition ‘ Die 
Furcht’, he said, ‘ [kann] kerne unnuttelbare Wirkung des Trauer- 
spiels seyn, sondern sie muss welter mchts ah eine reflectirte Idee 
seyn ’ , the only reason he can see for any mention of it by Aristotle 
is that It was in his opinion the means whereby pity brought about 
the catharsis But if this was Aristotle’s opinion, he was wrong ‘Das 
Mitleiden reimget unsre Leidenschaften, aber nicht vermittelst der 
Furcht, auf welchen Einfall den Aristoteles sein falscher Begriff von 
dem Mitleiden gebracht hat ’ ^ In the Dramaturgie, however, Lessing 
returns to the matter with increased respect for the infallibility of 
Aristotle ‘Aristoteles wurde nicht sagen, Mitleiden und Furcht, 
wenn er unter der Furcht welter mchts als eine blosse Modification 
des Mitleids verstunde’ (lxxiv, 99) This great ‘economist of words’ 
might just as well have said ‘die Tragodie soil durch Erregung des 
Mitleids die Reimgung unserer Leidenschaft bewirken’ (lxxvu, 6) 

* Schrifien, xvii, p 65, Petsch, op at p 52 

” Schrifien, xvii, p 98, Petsch, op at p 105 
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The reason which Lessing now offers for Anstotle's mention of fear 
^fhat, although it is superfluous m so far as it is included m pity, he 
wished also to indicate what passions m us tragedy is to purify, and 
of these fear is one Fear may be a necessary ingredient of pity, but 
the converse is not true when the tragedy is over, our pity ceases, 
but the fear (for ourselves) remains, and helps to complete the 
purification of that emotion in us Thus Lessing returns after all — 
although with a different justification for Aristotle’s mention of ‘fear’ 
— to his first conviction that the business of tragedy is to awaken pity 
and pity only . ‘ die Tragodie fist] ein Gedicht, welches Mitleid 
erreget’ (lxxvii, 36) 

Having arrived at these conclusions on the nature of pity and fear 
as tragic effects, Lessing does not miss the opportumty of attacking 
Corneille for his ‘accommodation’ of the Aristotelian definition to 
his own needs (lxxv, 12 i) ^ In his Dtscours de la Tragedie Corneille 
had argued, in order to justify his own ‘martyr tragedy’ Polyeucte, 
that Anstotle’s use of the disjunctive — ‘neither fear nor pity’ — ^implied 
that It was sufficient for the purpose of tragedy if only one of these 
were present 

Cependant, quelque difficult^ qu’il y aye k trouver cette purgation 
effective et sensible des passions par le moyen de la piti6 et de la cramte, 
il est ais^ de nous accommoder avec Aristote Nous n’avons qu ’4 dire que 
par cette fagon de s’^noncer il n’a pas entendu que ces deux moyens y 
servissent toujours ensemble , et qu’il suffit selon lui de I’un des deux pour 
faire cette purgation, avec cette difference toutefois, que la piti6 n’y peut 
arrivcr sans la cramte, et que la cramte peut y parvemr sans la pitid 
Cette explicaUon se trouvera autoris6e par Aristote meme, si nous voulons 
bien peser la raison qu’il rend de I’exclusion de ces 6v6nements qu’il desap- 
prouve dans la tragedie II ne dit jtunais Celui-ld n'y est pas propre, parce 
qu’il n’ excite que de la pitii et ne fait point nattre de cramte, et cet autre n’y est pas 
supportable, parce qu’il n’excite que de la cramte, et ne fait point naitre de piti(, 
mais il les rebute, parce, dit-il, qu’ils n’excitent nipitiS ni cramte, et nous donne 
k connoitre par \k que c’est par le manque de Tune et de I’autre qu’ils ne 
lui plaisent pas, et que s’ds produisoient I’une dcs deux, il ne leur refuseroit 
point son suffrage ® 

* Lessing is wrong in his statement in a note to St ixxv (log) that Corneille 
had written all his plays before he turned his attention to Aristotle He may have 
been misled by Corneille’s mention of his ‘ cinquante ans de travail ’ m the first 
Dtscours But see above, p 103 

' CEuvres, ed at 1, pp 60 f The translation m the Dramaturgu is (m all but a few 
words) that of the Beytrdge (11, pp 22t ff), which, it will be remembered, I have 
claimed for Lessing himself 
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Daaer had overlooked this very vulnerable aspect of Corneille’s 
theory (lxxvi, i), and Lessing’s attention may possibly have been 
drawn to it by Calepio’s Paragone della poesm tragua d’ Italia con quella 
dt Francia * Calepio had stated here (Capo 1, art 1, pp 5 f ) 

[Comelio] affetta in sembianza di seguirc 1 precetti, che lasaocci 
Anstotele, c nel mostrar I’utile, che la tragedia ha per propno fine, allega 
{Mote Discor 2) que testi, che stabihscono consister la perfezione della 
favola tragica nel muover la compassione, ed il timore per mezzo d’un 
attore lUustre, che cada per qualche errore di fehciti in misena ma poi 
veggendopoco corrispondere a t<il regola molte delle sue tragedie s’ ingegna 
con sue nuove interpetraziom di far service 1 precetti del greco maestro al 
sostemmento delle medesime, pero soggiunge egli, che Anstotele non 
giudicando essenziah alia favola tragica Ic sentenze ed 1 discorsi instruttivi, 
n^ potendo rinvemre ajtra ferma utilita, voile sostituirne una la qual non h 
forse se non imaginaria, perciocche d purgamento delle sopradette passiom 
non pare che segua nelle tragedie stesse, ove si ritrovano le condiziom che 
nchiede quel Fdosofo Quindi conchiude che la piii tolerabile spiegazione 
che SI possa dare a’ passi della sua poetica, si d; il dire, ch’ egli non intenda 
esser necessane amendue le commozioni, e che 1 ’ una possa bastar senza 
r altra 


ADMIRATION 


In the Dramaturgte Lessing avoided a controversy on which he had 
had something to say in 1756, namely, how far ‘ adnu ration ’ (‘Be- 
wunderung’) is an emotion legitimately called forth by tragedy The 
matter is only touched on in passing ‘ Wenn heldenmuthige Gesin- 
nungen Bewunderung erregen sollen so muss der Dichter mcht zu 
verschwenderisch damit umgehen, derm was man ofters, was man an 
mehrern sicht, horet man auf zu bewundern ’ (i, 8g) , and again 
(lxxv, 49) ‘ ich mochte wohl horen, was sie [Aristotle’s commentators] 
aus ihrem Kopfe antworten wurden, wenn man sie fragte warum 
z E die Tragodie mcht eben so wohl Mitleid und Bewunderung,* 
als Mitleid und Furcht, erregen konne und durfe?’ 

* Sec especially Letters 1 and 11 (Bodmer’s correspondence with Calepio was 
published later, m his Cntische Brufe (1746) ) For other evidence of Lessing’s 
probable familiarity with Calepio’s treatise see pp 172, 292, see also below, 
pp 366 (note 3), 367, 420 In his review of F Braitmaier, Geschichte der poetisckm 
Theoru und Kntik (Frauenfeld, 1888), m the Anzeiger Jur deutsches Altertum, xvii 
(1891), pp 55ff,0 F Walzel discusses the influence of the Paragons on Lessing 

* This was what Mendelssohn demanded (see below, p 367) VossiusmPoettranon 
Institutionum libn tres, n, cap xiu, § 19 (Amsterdam, 1647, 11, p 64) was apparently 
the first to suggest the addition of to Bav/iaxrrov to the effects of tragedy, he was, 
no doubt, influenced by Corneille Cp C Amaud, £lude sur la Vie et Us CEuurts de 
VAbbi d’Aubtgnac et sur Us thiones dramatiques au xvii' siicU, Pans, 1887, pp 154 f. 
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Ip his Abhandlung vom TrauerspuU Nicolai had said of ComeiUe’s 
tragedies’, which excite admiration without terror and pity: 
‘Wir glauben, dass eine solche Gattung, wo nicht unmoghch, 
dennoch sehr schwer auszufuhren, und deswegcn gar nicht anzurathen 
sey Lessing, m his letter of November, 1756, did not object to the 
inclusion of admiration, but he insisted on the subordination of both 
admiration and terror to pity — since the real purpose of tragedy is 
to awaken pity, whereas terror and admiration are, in his view, ‘der 
Anfang und das Ende des Mitleids’ ® He expressed himself still more 
emphatically a little farther on in the same letter 

Die Bewunderung, 1st das entbehrlich gewordene Mitleid Da aber 
das Mitleid das Hauptwerk 1st, so muss es folglich so selten als moghch 
entbehrlich werden, der Dichter muss semen Held nicht zu sehr, mcht 
zu anhaltend der blossen Bewunderung aussetzen, und Cato als ein Stoiker 
1st mir ein schlechter tragischer Held Der bcwunderte Held 1st der 
Vorwurf der Epopee, der bedauerte des Trauerspiels ® 

The last distinction is one that is repeatedly insisted on by Battcux.* 
Finally, in his letter of December 18, 1756, Lessing stated his view 
111 Its most complete form, namely, that admiration in tragedy must 
' only be an element in pity, pity itself being an emotion made up of 
admiration and pain 

Die Bewunderung findet also in dem Trauerspiele nicht als ein besonderer 
Affekt Statt, sondern bios als die eine Halfte des Mideids Und in dieser 
Betrachtung habe ich auch Recht gehabt, sie nicht als einen besondem 
Affekt, sondern nur nach ihrem Verhaltmsse gegen das Mitleiden zu 
erklaren Und m diesem Verhaltmsse, sage ich noch, soli sie der Ruhe- 
punkt des Mitleidens scyn * 

1 Petsch, op at p 30 * SchnfUn, xvii, p 66, Petsch, op at p 53 

® SchnfUn, xvii, p 68, Petsch, op at p 56 Petsch draws attention (p xxi) to 
the fact that Lessing's phrases echo the comment of the German translator of 
Le Bossu {Abhandlung vom Heldengedicht nach der neusten franzosischen Ausgabe 
ubersetzet und mit eimgen critischen Anmerkungen begleitet von D Johann 
HeinrichZ*** Nebst einer Vorrede Hrn Georg Fnedr Meiers, Halle, 1753,866 
especially pp 3 1 6 f ) which Lessing had reviewed {SchnfUn, v, pp 1 93 f ) Calepio 
had maintained in his correspondence with Bodmer {Brufwechsd von der Natur des 
poetischen Geschmaokes, Zurich, I 73 ^j P m3) that Cato was not suited to be a tragic 
hero 

* See especially Prmcipes de la htUrature, iv, ch v, and v, 11, ch 111 {ed at 11, 
pp 198 f , 111, p 72) 

SchnfUn, xvii, p 80, Petsch, op at p 81 ’Ruhepunkt des Mitleidens’ is 
Mendelssohn’s phrase m the letter to which Lessing’s is a reply (cp SchnfUn, xix. 
pp 56 f, , Petsch, op at pp 76, 78) 
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Mendelssohn and Nicolai, on the other hand, came to an agreement: 

dass sowohl Bewunderung als Mideiden den morahschen G^eschmack 
beschaftigen konnen, und ich wunsche nut dem Hrn. Nikolai, dass man 
kunftig statt Schrecken und Mitlciden, Bewunderung und Mideiden 
setzen mOchte, well das Schrecken bios eine besondre Modifikation des 
Mideidens 1st ^ 

But Mendelssohn also realised that ‘Bewunderung ohne Mitleiden, 
ohne Schrecken 1st fur die Dichtkunst uberhaupt, und um so viel 
mehr fUr das Theater, ein gar zu kalter Affect ’ “ 

Walzel IS inclined to see here the influence of Calepio, who in his 
Paragone (cap 11, art 1) had insisted on the subordination of admira- 
"^tion because it introduced into tragedy an untragic moral purpose ® 
But the matter had been put quite trenchantly enough by Dacier, 
who held that Aristotle would have excluded Corneille’s Nicomkde 
from his tragedies, since the poet here 

n’a travaill^ qu’4 exciter I’adimration dans I’ame du spectateur, et en 
s’61oignant des pr^ceptes d’Aristote, a cru trouver une mamere nouvellc 
de purger les passions, Mais ce n’est nullement le but de la Tragedie, 
de purger les passions par I’admiraUon, qui est une passion trop "douce 
pour produire un si grand effet, elle n’ employe que la crainte et la piti6, 
et laisse regner I’admiration dans le Poeme Epique auquel elle est plus 
propre et plus necessaire, et oil elle a plus de temps pour agir sur les 
habitudes et sur les mcEurs * 

The question of admiration is largely bound up with that of the 
kinds of characters appropriate to tragedy , and to this I return later ® 
Meanwhile, it is clear that Lessing’s views on the subject had under- 
gone no material change between his correspondence of 1756-57 and 
the DramatuTgie, that is to say, he still considered that ‘Bewunderung’ 
iQight be an element m tragic effect, but it must be strictly subordinate 

1 Schnftin, xix, pp 83 f , Petsch, op ca p 1 1 9 

’ The statement occurs in a review of Wieland’s Clementina von Porretta in the 
Litteraturbneje {1^0 cnxiii, August 21, iy 6 o, Gesammelte Scknften, ed cil iv, 2, p 14.6) 
Lessing echoes this opinion in Laokoon (1, Sckriften, ix, p 10) 'Sieht man ihn sein 
Elend mit grosser Seele ertragen, so wird diese grosse Seele zwar unsere Be- 
wunderung erweeken, aber die Bewunderung 1st ein kalter Affekt, dessen unthatiges 
Staunen jede andere warmere Leidenschaft, so wte jede andere deutlichc Vor- 
stellung, ausschliesset ’ 

^ Anzeiger Jut deutsches Altertum, ny a 55 ff (osp pp 66 ff) 

* Poitiqae d’Aristote, ed cit p 148 Cp also Dacier’s note to chap xm (pp 185 ff) 

‘ See below, pp 415 ff , 423 f 
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and spanngly used , for as he bad written to Mendelssobn in OttOendttf , 
t75t>, Murtln 'the proportion-in \dych e^dnur^don jonlbc ffoe hand 
increases, pity on the other decreases ’ ^ 


THE PURPOSE OF TRAGEDY AND THE KATHARSIS 

Thus from the first Lessing was emphatically of the opimon that the 
end or purpose of tragedy is to awaken pity Nicolai had proposed 
in his Abhandlung vom Trauerspiele to substitute for ‘ den Satz . den man 
dem Anstoteles so oft nachgesprochen hat, es sey der Zweck des 
Trauerspiels die Leidenschaften zu reinigen oder die Sitten zu bilden ’ 
another, namely, ‘de[r] Zweck des Trauerspiels [sey] die Erregung der 
Leidenschaften ’ ^ Lessing rephed cautiously , he admitted the prac- 
tical disadvantage of a utilitarian doctrine of tragedy — ‘das Trauer- 
spiel soil bessem’ , and he recognised at least that Nicolai’s defimtion 
would produce good tragedies, but he was not satisfied that Nicolai 
was justified in throwing over the old theory One aspect of it 
represents the means, the other the end, both are necessary He 
wrote 

Das meistc wird darauf ankommen was das Trauerspiel fur Leiden- 
schaften erregt In semen Personen kann es alle mogliche Leidenschaften 
wirken lassen, die sich zu der Wurde des Stoffes schicken Aber werden 
auch zugleich alle diese Leidenschaften m den Zuschauern rege’ Wird er 
freudig^ wird er verliebt^ wird er zormg^ wird er rachsuchtig^ Ich frage 
nicht, ob ihn der Poet so weit brmgt, dass er diese Leidenschaften in der 
spielenden Person bdliget, sondern ob er ihn so weit brmgt, dass er diese 
Leidenschaften selbst fuhlt, und nicht bios fuhlt, em andrer fuhle sie^® 

This recalls the implications of an argument used by Batteux 

Elies [i e passions, such as anger, envy, cruelty, despair, etc ] peuvent 
se trouver dans les acteurs, mais ce ne doit etre que pour en produire 
d’autres, differentes d’elles, dans les spectateurs Gar il faut observer 
que les sentimens ne sont pas les mSmes dans les uns et dans les 
autres I’orgueil dans les acteurs produit I’cnvic dans les spectateurs la 

^ Schriftm, xvii, p 8 1 , Petsch, op nt p 83 

’ Letter of August 31, 1756 {Schnften, xix, p 40, Petsch, op ett p 47), cp also 
Abhandlung, Petsch, op cit -p ^ Nicolai’s view agrees with that of Mendelssohn in 
his Bnefe ubtT du Empfindungen, itiii {Gesammelte Schnften, ed cit 1, pp 157 f) 'Der 
Zweck des Trauerspiels 1st, Leidenschaft zu erregen, und das schwarzeste Laster, 
das zu diesem Endzwecke leitet, 1st auf der Schaubuhne wiUkoininen ’ 

" Schnfien, xvii, p 65 , Petsch, op at p 52 
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<Xuaut£ produit I’faorreur, la doulcurla compassion, la perfidie Fmclignation; 
ainsi du rcste. Le sceau qui caractinse la Trag<^e est done I’esp^ce du 
sentiment, non qu’eUe conticnt, mais qu’ellc produit ^ 

Batteux’ conclusion is that the only passions which tragedy 
awakens in the spectator are ‘la terreur et la piti6’ With this, too, 
Lessing agreed, or would have agreed, had not Mendelssohn’s more 
comprehensive definition of ‘ Mitleid ’ absolved him from the necessity 
of mentioning ‘ Schrecken ’ But in any case, it was the awakemng 
of pity on which Batteux laid emphasis ‘Vous avez I’ldee d’une 
Trag^die parfaite II n’y a point de doute que ce ne soit celle qui 
touche le plus vivement, et Ic plus long-temps Ic Spectateur ’ * Thus 
Lessing concluded in 1 756, as later in his Dramaturgie, that the essential 
purpose of tragedy was to awaken ‘Mitleid’ ‘Das Trauerspiel soli 
so viel Mitleid erweeken, als cs nur immer kann 

When Lessing insists that the object of tragedy is to awaken our 
pity — to move us — he is expressing a conviction that had been 
strengthened in him by his predilection, practical as well as theoretical, 
for the ‘ burgerhehes Trauerspiel’ This same conviction is expressed 
in the preface which he wrote to the volume of Des Herm Jacob 
Thomson samtliche Trauerspule (1756), where he says that he would 
rather be the author of The Merchant of London than of Der sterbende 
Cato 

Dean warum? Bey einer euizigen Vorstellung des erstern sind, auch von 
den Uncmpfindlichsten, mehr Thratien vergossen worden, als bey alien 
moghchen V orstellungen des andern, auch von den Empfindlichsten, nicht 
konnen vergossen werden Und nur diese Thranen des Mitleids, und der 
sich fuhlenden Menschlichkeit, sind die Absicht des Trauerspiels, oder es 
kann gar keine haben * 

And some years later, in the famous seventeenth LitteraiurbneJ 
(February, 1759), in which he places Shtikespeare above the French 
classics, he states that his tragic quahty is the ‘Gewalt uber unsere 
Leidenschaften ’ , ® the more Shakespeare moves us, the greater he is 
Finally, it is unnecessary to point out where the sympathies of the 
translator of Diderot were likely to lie in this matter 

^ Pr% 7 \ctpes de la litUrature^ v, ii, ch iii {ed cit iii, pp 74 f ) 

* Principes de la litUrature, i, 11, ch viii {ed cit 1, pp 120 f) 

* Schnjien, xvii, p 67 , Petsch, op at p 55 Sec also above, p 363 

* Scknftenj vii, p 68 Even m the Dramaturgie we still hear of the ‘ angenehineii 
[Thranen], die das Trauerspiel erregen will’ (i, 1 15) 

® Schnften, viii, p. 43 
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In all this It IS noticeable that Lessing has very httle to say con- 
cerning a function of tragedy on which Corneille had laid emphasis, 
’Namely that of affording pleasure to the spectator Towards the end 
of the letter to Nicolai of November, 1 756, in which he discusses the 
part of pity in tragedy, we find, however 

Beyder Nutzen, des Trauerspicls sowohl als dcs Lustspiels, 1st von dem 
Vergnugen unzertrennlich, dcnn die ganze Halfte des Mitleids und des 
Lachens 1st Vergnugen, und es ist grosser Vortheil fur den dramatischen 
Dichter, dass er weder nutzlich, noch angenehm, eines ohne das andere 
seyn kann ^ 

And in the Dramaturgie (in a passage quoted below*) he does speak 
1 1 once of ‘the pleasure which a true and lively depiction of manners 
' and characters affords’ (xxxv, 97) That it is one of the functions 
of art to give pleasure was perhaps too obvious a commonplace to 
require particular emphasis * 

On the other hand, it will have been noticed that Lessing was more 
inchned than his two friends to insist on the moral purpose of tragedy 
It IS true that he agrees with Batteux* in thinking that it is not 
necessary for tragedy to embody a ‘morahsche Lehre’ (xii, 19) 

Ich will nicht sagen, dass es ein Fehler 1st, wenn der dramatischc Dichter 
seme Fabel so einrichtet, dass sie zur Erlauterung oder Bestatigung irgend 
einer grossen moralischcn Wahrheit dienen kann Aber ich darf sagen, 
deiss diese Einrichtung der Fabel nichts wemger als nothwendig ist ® 

And again, when with reference to his own Abhandlung von dem Wesen 
der Fabel, he compares the drama with the fable (xxxv, 93), he writes 

Das Drama hingcgen macht auf eine einzige, bestimmte, aus seiner 
Fabel fliessende Lehre, keinen Anspruch, es gehet entweder auf die 

^ Sc/iTifUn, x.\u, p 67 , Pctsch, o/i cU pp 54 f ® Sec below, p yyi 

’ In Laokoon, ii (Sthriflen, i\, p I3)wefind ’Der Endzweck derKunste hmgegen 
1st Vergnugen, und das Vergnugen 1st entbehrlich Also darf es allerdmgs von 
dem Gesetzgeber abhangen, welche Art von Vergnugen, und inwelchem Maasse 
er jede Art desselben verstatten will * 

* Cp Principes de la littSTature, ed cit ill, p 88 * Nous pouvons cependant dire cn 
g6n6ral que ce n’cst point une maxime comme dans I’Apologue, ni aucune lecon 
d’lnstruction, qui s’adresse d’abord k I’esprit pour 6tre ensuite appliquee ^ la 
conduite Si on veut que la Tragedie soit une le90n d’lnstniction, j’ose dire qu’on 
va contre son objet ’ 

® Curtius, in his Abhandlung von der Absicht des Frauerspiels [Anstoteles Dichtkunst, 
ed cit p 392) had also said *Es ist dcswegen mcht nothwendig, dass ein jedes 
Traucrspiel nur erne moralische Wahrheit in sich fassc Man hat zu geschwinde von 
der Einheit der Handlung auf die Einheit der Moral geschlossen ’ 
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Leidcnschaften, wclche der Verlauf und die Glucksveranderungen seiner 
Fabel anzufachen, und zu unterhalten vermdgend suid, oder auf das 
Vergnugen, welches erne wahre und lebhafte Schilderung der Sitten und 
Charaktere gewahret 

This view Lessing had already expressed forcibly and unam- 
biguously in his article on Seneca in the Theatrahsche Bibliothek many 
years before 

Eigentlich halte ich es eben fur keine Nothwendigkeit, dass aus der Fabel 
cines Traucrspiels eine gute Lehre lliessen musse, wenn uns nur einzelne 
Stellen von nutzlichen Wahrheiten unternchten Allcin so viel wird doch 
wenigstens nothwendig seyn, dass man auch keine bose Lehre daraus 
folgern konne Alles, was man also zur Entschuldigung dieser beyden 
alien Muster anfuhren kann, ist dieses, dass sie es fur ganz unnothig 
gehalten haben, an die Moral des Ganzen zu denken, und dass sie ihre 
Tragodien nicht so gemacht haben, wie sie uns erne sogenannte cntische 
Dichtkunst zu machen lehret Erst eine Wahrheit sich vorzustellen, und 
hernach eine Begebenheit dazu zu suchen, oder zu erdichten, war die Art 
ihres Verfahrens gar mcht 

No great weight need be attached to isolated dicta at the beginning 
of the Dramaturgie, such as that the dramatist ‘ wenn er sich zu dem 
Pobel herablasst, lasst sich nur darum zu ihm herab, um ihn zu 
erleuchten und zu bessern’ (i, 136), and that ‘das Theater die Schule 
der moralischen Welt seyn soil’ (n, 8 ),^ but in St Lxxvii (143) he 
expresses himself emphatically Bessern sollen uns alle Gattungen 
der Poesie es 1st klaghch, wenn man dieses erst beweisen muss , noch 
klaghcher 1st es, wenn es Dichter giebt, die selbst daran zweifeln ’ 

Lessing has often been reproached for this insistence on the moral 
purpose of poetry, but unfairly, for the conception of an amoral 
aestheticism was virtually unknown to the eighteenth century Even 
Corneille, who insisted that the primary object of tragedy was to give 
pleasure, had much to say about its ‘utihte’,^ and later eighteenth- 
century theory in France, from Voltaire to Marmontel* and Diderot, 

^ SchTiften,\\f 'pp I 96 f 

* Cp Voltaire’s ‘la veritable Tragedie est I’ecole de la vertu’ (Dissertation 
prefixed to Simiramis, CEuvres, ed cit ix, p 31), and Dacier’s ‘leur Theatre etoit 
line 6cole ou la vertu dtoit souvent mieux enseignce que dans les ecoles des Philo- 
SGph.Gs* (Poetique d^Aristote, ed cit Preface, p [xxiii]) 

® For him, as for Lessing, the ‘ purification ’ effected by tragedy implies the moral 
improvement of the spectator Cp Arnaud, at p 212 

* ‘La Tragddie’, says Marmontel (Poitique Jrangoise, ed at 11, pp 99 f), ‘peut 
avoir deux fins, Tune prochaine, et Pautre ^loignce La premiere est dp.4>iau^; en 



372 Lessing’s Dramatic Theory 

laid increasing emphasis on the moral end of tragedy ^ Neither 
Mendelssohn nor Nicolai, in spite of an apparently exclusive in- 
sistence that tragedy should only ‘awaken passions’, was at variance 
with Lessing on the question of ultimate moral betterment They 
/ecognised, as clearly as Diderot, that the more the feelings of the 
spectator were harrowed, the greater the moral effect was hkely to 
be It was merely a question of keeping distinct the two issues * 

What then is the process whereby pity achieves its end in tragedy^ 
In other words, what is Lessing’s interpretation of the Aristotelian 
Kiidapais^ The eighteenth century had before it a choice between a 
medical and a religious interpretation According to the former, the 
Aristotelian purging is analogous to the medical use of the term 
This IS the generally accepted view to-day, first convincingly estab- 
lished by Jakob Bernays in 1857 * Bernays was under the impression 
that his interpretation was new Not only, however, had he an 
immediate German predecessor in Heinrich Weil,* but, as Spingarn 
has shown, similar views are to be found in Minturno’s De Poeia 
(1559) and L’ Arte poetica (1563), and from Minturno the interpreta- 
tion passed to Milton (preface to Samson Agonistes, 1671) ^ But there 
IS more to be said than this the interpretation was generally familiar 
to the whole eighteenth century It is quite unequivocally expressed 
by Dacier 

intdressantj et celle-li est indispensable la seconde d’lnstruire et de cornger, ct 
cclle-ci, quoique moms essentielle au Pocme, en fait J’exceJJence et le pnx ’ And 
again (p 145) ‘ Le but de la Trag^die est, selon nous, de corngcr les mccurs en lea 
imitant, par une action qui serve d'exemple ' 

^ This has been clearly brought out by F GaifTe, Le dram en France au xviii^ 
sticlij Pans, 1910 (see especially pp “78 ff) 

* Cp Nicolai, Abhandlung vom Trawrspiele (Petsch, op cit p ii) 'Doch folget 
hieraus nicht, dass das Trauerspiel gar nichts zur Verbesserung der Leiden- 
schaften beytragen, und also gar keinen moralischen Nutzen haben konne, man 
muss nur diesen entfernten Nutzen des Trauerspiels nicht zu weit ausdehnen und 
zum Hauptzwecke desselben machen ’ 

® Grundzuge der verlorenen Abhandlung des Aristoteles uber Wirkung der Tragodie, 
Breslau, 1 857 , reprinted in Z^ei Abhandlungen uber die Aristotelische Tfieorie des Dramas, 
Berlin, 1660 

* H Weil, Vber die Wirkung der Tragodie nach Aristoteles (Verhandlungen der 10 
Versammlwig deutscher Philologen, Schulmanner und Onentalisttn in Basel, Basel, 1848 
(see Beilage, pp 131 ff )) 

® See J E Spingam, Literary Criticism in the Renaissance, and ed New York, 1908, 
pp ygff Cp Minturno,Z)cPo«ta, Venice, 1559, i,pp 6if,63f V Arte poetica, 
Vemce, 1563, 11, p 77, cp also I Bywater, Aristotle on the Art of Poetry, Oxford, 
1909, pp 152 ff , and Journal of Philology, xxvu. No 54 (1900), pp 267 fF 



Theory of Tragedy 373 

On peut comparer cn cette occasion Platon et Aristote k deux Medccins, 
dont I’un condamneroit une medecine, et I’autre I’approuveroit La 
Tragedie est done une veritable medecine, qm purge les passions, puisqu’elle 
apprend k I’ambitieux, a moderer son ambition, a I’lmpie, ^ craindre les 
Dieux, k I’emporte, k retemr sa colere, et ainsi du reste Mais e’est une 
medecine agreable, qui ne fait son effet que par le plaisir ^ 

This alone was sufficient to give the medical interpretation general 
currency in Europe * The religious interpretation would appear to 
go back to Lambin, a French commentator on Anstotle in the 
sixteenth century, who translated Kadapais ‘lustratio seu expiatio’, 
and saw in it a kind of religious purification, a cleansing from spiritual 
dross ® Lambm’s interpretation reappears in Heinsius 

Generally speaking, however, the eighteenth century was not 
interested in the original meaning or implication of KoBapais, but was 
content to accept it in a figurative sense as ‘ moral purification ’ There 
were two views on the question of the method by which such puri- 
fication might be achieved One of these was that the fear and pity 
engendered by tragedy render us so familiar with these emotions that 
we cease to shrink from them , that is to say, tragedy works ethically 
by moderating, damping, or rendering less acute the spectator’s 
emotions The other maintained that tragic pity and fear excite 
instead of damping our emotions, and thus by making our souls more 
sensitive, render us more ready to extend our sympathies and our 
fears, in other words, they make us more humane The former of 
tjiese views comes down firom the Italian commentators ^obort^Io, 
Vettori and Castelvetro, Nmolai mentions it in his Abkandlung, 
quoting Brumoy’s authority iri support of it , * and it is also Dacier’s 
view The second interpretation seems to be due to Heinsius In his 
De Tragadite constitiitiane he says ' “ ' 

De affectibus autem, ita judicabat Aristoteles Nec virtutes eos neque 
vitia esse Cseterum, habitum quendam, quatenus et quando, gaudendum, 
dolendum, commiserandum, cseterique, e prescripto ratioms, admittendi 
essent, comparare virum sapientem posse Talem e Tragoedi® reprje- 
sentatione nasci Ad talem autem habitum reduci posse affectus, multa 
sunt quae docent usque actionibus horrorem pariter et miserationem 

^ Podtique d*AristoUy ed cit p 83 

* Louis Racine compares such explanations of the cathartic action of tragedy 
to inoculation for small-pox {CEuvres, ed cit vi, p 395) 

® Cp J H Aristoteles uber Kunstj besonders uber Vienna, 1870, 

p 85 

* See above, p 339, and note i 
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mouet Quae cosdem in humano ammo aiTectiu nudgant aut sedant et si 
rcctc adhibeantur, defectum quoque eonim atque exccssum expiant ac 
purgant mediocntatem vero, quod hic pnmum est, relinquunt * 

This view was espoused by Batteux in France , and from Batteux it 
passed to Lessing In his first letter to Nicolai Lessing says 

Wenn es also wahr ist, dass die ganze Kunst des tragischen Dichters auf 
die sichere Eiregung und Dauer des emzigcn Mitleidens geht, so sage ich 
nunmehr, die Bestimmung der Tragodie ist diese sie soil unsre Fahig- 
keit, Mitleid zu fuhlen, erweitern 

And in that to Mendelssohn of December i8, 1756 

Das Trauerspiel soli das Mitleiden nur uberhaupt uben, und nicht uns 
m diesem oder jenem Falle zum Mitleiden bestimmen Ich lasse imch 
zum Mitleiden im Trauerspiele bewegen^ um eine Fertigkeit im Mitleiden 
zu bekommen ohne Zweifel fist] derjcmge der beste Mensch der die 
grosste Fertigkeit im Mitleiden hat * 

These thoughts finally reappear in the Dramaturgie in the statement 
(lxxviii, 1 16) ‘diese Reinigung [beruhet] in nichts anders als in 
der Verwandlung der Leidenschaften m tugendhafte Fertigkeiten ’ 
Lessing’s opinion would appear to come directly from Batteux In 
his chapter ‘Qu’elle [ric] peut etre la fin morale de la Tragedie’ 
Batteux writes 

On ne peut gueres disconvenir, je crois, que la Tragedie ne soit gen^rale- 
ment parlant, un exercice de Fame par des Emotions tristes II n’est point 
de Tragedie qui ne s’annonce ainsi des le premier vers Les emotions 
r6pdt6es, doivent, comme tous les autres actes de Fame, se changer cn 
habitude, et Feffet de cette habitude, vertu ou non, ce que je n’examine 
pas encore, doit fetre nicessairement de rendre notre ame plus ais^e k 
remuer et moms facile k abbatre par le malheur toute habitude ayant 
pour effet essentiel de rendre plus facile I’exercice de la faculty qui est 
exercie, et d’accoutumer Fame a Fobjet qui Fexerce 

And a few pages later he adds 

Mais pour que la Tragedie produisit ces utiles effets, il falloit que la 
terreur et la piti6 fussent des passions vertueuses, et qu’elles ne missent pas 
un mal k la place d’un autre mal ’ 

‘ Ed, ctl pp II f, 13, ig Cp also M Zerbst, op cit pp 49 f 

* Schnftai, xvii, pp 66, 83 , Petsch, op cit pp 54, 84 f 

* Principes de la htUratme, v, 11, chap iv {ed cit in, pp ga, 96) Ramler had 
translated ‘Les dmotions r6pdt6es .habitude’ in the edition of 1769 (11, p agi, 
the chapter is omitted m the edition of 1762-63) ‘Wiederholte Bwegungen 
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Lessing, however, was not content with the phrase ‘Verwandlung 
in tugendhafte Fertigkeiten’, he sought an explanation of the process 
by which the ‘ Verwandlung’ was effected All Dacier could tell him 
in this matter was contained m the statement that the ‘Penpateticiens’ 
regarded the expression ‘purger les passions’ as eqmvalent to ‘em- 
porter I’excez [des passions] par oil elles pechent, et les reduire a unc 
juste moderation’ ^ Here again, Batteux was more explicit 

Purger la terreur et la pitie, je crois que e’est les purifier, c’est-i-dire, leur 
6ter ce qu’elles peuvent avoir ou de trop ou d’ Stranger, qui les empecheroit 
d’fitre aussi profitables qu’elles le seroient sans cela On congoit bien que 
la pitii et la terreur meme peuvent ctre utiles a Thumanit^, mais comment 
Tune et I’autre peuvent-elles cesser de I’etre, faute d’etre purifi^es, ou 
purgies, pmsque e’est le terme d’Aristote^ II faut done que la terreur et 
la pitie, pour en faire deux vertus secourables, soient sans melange et sans 
exces Si la terreur est mel6e d’horreur, elle effarouehe I’ame, plutot 
qu’elle ne I’affermit, si la pitie est meldc de foiblesse, elle degenere cn 
pusillanimity Si elles sont Tune et I’autre en-defa d’un certain point, 
elles ne font qu’effleurer Tame sans la remuer, si elles sont au-del^, elles 
I’emportent au loin, ou la pytnfient II falloit done les r^dmee a leur point 
juste, les ypurer, les d^gager de tout ce qui pouvoit altdrer leur nature, 
pour les rendre vraiment utiles k Thumanitc ^ 

mussen, wie alle ubrigen Beschafftigungen der Seele, sich in Fertigkeiten ver- 
wandeln ’ Batteux’ theory is also enunciated by Curtius in his Abhandlun^ von der 
Absicht des T rauerspiels {Artstoteles Dichtkunst, ed cit p 390) ‘ Wenn das Ungluck 
eines Fremden auf der Buhne uns lebhaft ruhret, so wird das Mitleiden und 
Erbarmen zu einer Fertigkeit der Seclen, und der Menschenfreund in den Logen 
und dem Parterre, bey dem die auf der Buhne vorgestellte Begebenheiten das 
Gefuhl der Menschlichkeit rege gemacht haben, wird auch in den Handlungen 
seines Lebens sich als cm Menschenfreund erweisen ’ Another work might be 
quoted, Home’s Elements 0/ Criticism, which was also familiar to Lessing in the 
German translation [Grimdsatze der Crilik, Leipzig, 1763-66, 111, pp 272 f) ‘Em 
pathetisches Werk, es mag episch oder dramausch seyn, wirkt zu emer Fertigkeit 
in der Tugend, indem es Bewegungen erregt, die gute Handlungen hervorbrmgen, 
oder uns von denen abwenden, die lasterhaft und unregelmassig sind Durch die 
haufigen Gemahlde von menschlichcm Elend macht es die Seele menschlicher, 
und starkt uns, unsre eignen Unglucksfalle zu ertragen ’ Mendelssohn provided 
a defimtion of ‘ Fertigkeit ’ in his Von der Herrschaft uber die Neigungen, which he sent 
to Lessing m manuscript in January, 1757 (cp Schnften, xix, p 64, Petsch, op at 
p 95) He says ‘ Durch die tibung (welche mit der Gewolmheit emerlei Wirkung 
hat) wird eine jede Fahigkeit in unserer Seele zu emer Fertigkeit Erne Fertigkeit 
besteht in emem Vermogen, etwas so geschwind zu verrichten, dass wir uns mcht 
mehr alles dessen bewusst bleiben, was wir dabei vorgenommen’ {Gesammelte 
Schnften, ed at iv, i, p 41, also Petsch, op at p 131) 

‘ Poitique d'Aristote, ed at p 81 

* Prtnapes de la litUrature, ed at m, pp 97 f, 100 
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Lessing recalls (lxxviii, u8) the Aristotelian theory — which hes 
behind Batteux’ statement — that virtue consists in the avoidance of 
the extremes of passion It is to be found in book 11 of the Nicomachean 
Ethics * And he may also have remembered what Rapin had wntten 
on this particular point In his lUflextons sur la Po^tique d’Aristote et sur 
les ouvrages des Poktes anciens et modemes (Pans, 1674) that wnter had 
advanced the following argument 

Elle [la Tragedie] rend rhomme modeste, en luy representant des 
Grands humili^s , et elle le rend sensible et pitoyable, en luy faisant voir sur 
le theatre les dtranges accidens de la vie et les disgraces impreveues, aus- 
quelles sont sujettes les personnes les plus importantes Mais parce que 
I’homme est natureUement timide, et compatissant, il pcut tomber dans 
une autre extremitd, d’estre ou trop craintif, ou trop pitoyable la trop 
grande cramte peut dimmuer la fermetd de Tame, et la trop grande com- 
passion peut dimmuer I’dquitd La Tragedie s’occupe ^ regler ces deux 
foiblesses elle fait qu’on s’appnvoise aux disgraces, en les voyant si 
frequcntes dans les personnes les plus considerables et qu’on cessS de 
craindre les accidens ordinaires, quand on en voit arriver de si extra- 
ordinaires aux Grands Mais comme la fin de la Tragedie est d’apprendre 
aux hommes i ne pas craindre trop foiblement des disgraces communes, 
et k menager leur cramte elle fait estat aussi de leur apprendre k menager 
leur compassion, pour des sujets qui la meritent Car il y a de I’mjustice 
d’estre touchd des malheurs de ceux, qui meritent d’estre miserables “ 

' Cp especially chap vi ‘Virtue therefore, since like nature it is more exact 
and better than any art, must also aim at the mean — virtue of course meaning 
moral virtue or excellence, for it has to do with passions and actions, and it is these 
that admit of excess and deficiency and the mean For instance, it is possible to 
feel fear, confidence, desire, anger, pity, and generally to be affected pleasantly 
and painfully, either too much or too little, in either case wrongly , but to be thus 
affected at the right times, and on the right occasions, and towards the right 
persons, and with the right object, and in the right fashion, is the mean course and 
the best course, and these are characteristics of virtue And in the same way our 
outivard acts also admit of excess and deficiency, and the mean or due amount 
Virtue, then, has to deal with feelings or passions and with outward acts, in which 
excess is wrong and deficiency also is blamed, but the mean amount is praised and 
IS right — both of which are characteristics of virtue’ (translation of F H Peters, 
London, 1881, pp 45 f) 

’ R Rapin, ^fexions, Pans, 1674, pp 169 ff ((Euvres, Amsterdam, 1709, 11, 
PP tsgf) I am indebted for this reference to G Kctlnei {^u Lessings Hamburgischer 
Dramaturgie, m ^Zf'tschnjt fur deutsche Philologu, xxx (1898), pp 237 ff ), who points 
out that Lessing shows a familiarity with Rapin in his CnhscHe Bnefe (1753), xvi 
{Schnften, v, p 80) and in his Anmerkungen uber das Epigramm (Schrijien, xi, p 249) 
Louis Racine had also quoted Rapin’s views in his Traiti de la poisie dramalique 
{(Euvres, ed at vi, p 393) 
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Corneille, Lessing recalls (lxxviu, 17), had dealt with the Aris- 
totelian Kadapais in his second discourse {De la Tragidu) He quotes 
(lxxvhi, 22) Corneille’s interpretation of Anstotle’s dictum that ‘pity 
demands some one who suffers undeservedly while fear requires one 
of our like’ — in the mam the translation is that of the Beytrage?- The 
onginal is as follows 

Ainsi la pitid embrasse I’lnt^ret de la personne que nous voyons souffnr, 
la crainte qui la suit regarde le notre, et ce passage seul nous donne assez 
d’ouverture pour trouver la maruere dont se fait la purgation des passions 
dans la tragedie La piti^ d’un malheur oil nous voyons tomber nos 
scmblables nous porte k la crainte d’un pared pour nous, cette crainte, 
au d^sir de I’eviter, et ce d^sir, k purger, moderer, rectifier, et meme 
ddraciner en nous la passion qui plonge k nos yeux dans ce malheur les 
personnes que nous plaignons, par cette raison commune, mais naturelle 
et indubitable, que pour ^viter I’efTet il faut retrancher la cause “ 

The logical inference from this reasoning, Lessing points out (30), 
wduld be that Anstotle meant tragedy to cure by purification all 
manner of ‘ passions ’ or emotions — curiosity, envy, ambition, etc — 
but not the two essential ones, pity and fear Fear would be merely 
an instrument in the process of purification He observes that Dacier 
at least saw the purification of pity and fear to be essential, and 
translates a passage, the full text of which is in the original 

Voyons presentement comment elle [la tragedie] excite en nous la 
terreur et la compassion pour les purger, cela n’est pas bien difficile Elle 
les excite en nous mettant devant les yeux les malheurs, que nos semblables 
se sont attirez par des fautes involontaires, et elle les purge, en nous 
rendant ces memes malheurs familiers, car elle nous apprend par li a 
ne les pas trop craindre, et a n’cn etrc peis trop touchez quand ils arnvent 
veritablement Voila done le premier effet de la Tragedie, elle purge la 
terreur et la compassion par ellcs-memes C’est deja un assez grand bien 
qu’elle fait aux hommes, puisqu’elle les prepare a supporter courageusement 
tous les accidens les plus facheux, et qu’elle dispose les plus miserables k 
se trouver heureux, en comparant Icurs malheurs avec ceux que la Tragedie 
leur represente, En quelque etat qu’un homme puisse etre, quand il verra 
un Edipe, un Philoctete, un Oreste, il ne pourra s’empecher de trouver ses 
maux legers aupres des leurs Mais la Tragedie n’en demeure pas 1 &, 
En purgeant la terreur et la compassion, elle purge en m£me temps toutes 
les autres passions qui pourroient nous precipiter dans la meme misere, 
car en ^talant les fautes qui ont attire sur ces malheureux les peines qu’ils 
souffrent, elle nous apprend k nous tenir sur nos gardes pour n’y pas tomber, 

1 Cp Beytrage, ii, pp 212 f See also above, pp 102, 364, note 2 

‘ Discours de la tragidie, (Euvres, ed cit 1, p 53 
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et k purgcr et moderer la passion qui a la seule cause de leur perte. 
Par exemple, il n’y a personne qui en voyant l’£dipe de Sophocle, n’ap- 
prenne k corriger en soy la tementd et I’aveugle curiositd, car ce sont les 
seules causes de scs malheurs, et non pas ses crimes Voila quelle est la 
pcnsie d’Anstotej et quel est le but de la Tragedie ^ 

This, however, says no more (lxxvhi, ioo) than that pity purifies our 
fear, that is to say, it is only one of the four possible consequences of 
Aristotle’s statement , the purification of pity by pity, of fear by fear, 
of fear by pity and of pity by fear And his successors have not 
advanced the matter, they — and Lessing here instances Curtius® — 
have drawn into the definition of the purpose of tragedy a general 
instruction m moral virtue which, after all, is common to all kinds 
of literature 

Lessing, however, finds himself confronted by a difficulty m 
stating the emotions which tragedy purifies Aristotle does not say 
Tujv rovTcoi tradrjfLdTajv, but twv toiovtojv TraBrjft,a.T(av This had given 
— and still gives — trouble to the commentators Robortello, for 
instance, restricted the phrase to fear and pity, so, too, did Castel- 
vetro, while Maffei, in the preface to his Merope, proposed the omission 
of roiovTOjv altogether from the definition * Corneille held that ‘ all 
passions ’ could be cured by the pity and fear excited by tragedy, such 
was also Dacier’s view, but he qualifies his statement He translates 
the text ‘ acheve de purger en nous ces sortes de passions, et toutes 
>les autres semblables’, but in his note he enlarges and distinguishes 
between two functions The first is that tragedy ‘ purge la terreur et 
la compassion par elles-memes’ In the second place, he emphasises 
the purging of other passions 

En purgeant la terreur et la compassion, elle purge en mfime temps 
toutes les autres passions qui pouiroient nous pr6cipiter dans la m&iae 
misire, car en (ftalant les fames qm ont attir6 sur ces malheureux les pcines 
qu’ils souffrent, elle nous apprend i nous tenir sur nos gardes pour n’y pas 
tomber, et k purger et moderer la passion qui a la seule cause de leur 
perte 

Here, again, Lessing agrees with Batteux he says (lxxvu, 124) 
‘Das Totovrwv bezieht sich ledighch auf das vorhergehende Mideid 

' Poitiqae d’Anstote, ed cit pp Bi t 

‘ Cp op at p 396 ‘ dass dadurch die Triebe dcr Menschlichkeit gepflanzet, 
erweeket und unterhalten, die Liebe zurTugend und der Hass des Easters gewirket, 
und die Leidcnschaften verbessert werden ’ 

“ Cp Proemto, ed of 1763, p xciv 
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und Furcht’, at the same time admitting the possibihty of a further 
purgation (137) ‘Zwar konnen sich in der Tragodie auch zur 
Remigung der andern Ladenschaften, nutzhche Lehren und Bcy- 
spiele finden ’ Batteux’ words are as follows 

Aristote dans la definition mfime qu’il donne de la Tragedie, nous dit 
que ce poeme cst fait pour purger la terreur et la piti6 qu’elle prodmt [And in a 
note 11 faut faire attention k la lettre du texte Corneille s’y est trompe, 
lorsqu’il a dit (Disc a) que la pine purgeoit les passions qui causent les 
malheurs C’est la pine meme qui est purgee II est certain que la 
terreur et la pitie sont I’effet de la Tragodie, il est certain encore que la 
terreur et la pipe tragique peuvent etre utiles a I’homme dans le sens que 
nous venons de dire, c’est oCi je m’arrete J’ajouterai pourtant que tous 
les autres effets qu’ellc peut produire, toutes les vucs politiques qu’on lui 
donne quelquefois, toutes les allegories, toutes les allusions qu’on peut y 
trouver, toutes les maximes, toutes les belles sentences, n’y sont, comme 
dans I’fipopee, que des finesses de I’artiste, et non I’objet de I’art Une 
Trag6die avec ces beautds, ou sans elles, n’en sera ni plus ni moms une 
Tragddie, si elle exerce I’ame au malheur, ct qu’elle le conduise par degr6 
aux deux passions que nous avons dues, ct dont on peut faire deux vertus “ 

As wc should expect in view of his attitude to Aristotle, Lessing feels 
that the toiovtojv must be accounted for in some way He could not 
be expected to agree with the common modern acceptance of the 
word as practically equivalent to rovruv — an equivalence, however, 
which IS by no means beyond question ® So he ingeniously interprets 
the ‘like’ passions as the ‘ philanthropische Gefuhle’,* which formed 
a constituent of his own and Mendelssohn’s definition of ‘ Mitleid ’, 
but were excluded from Aristotle’s cAeor I am doubtful whether 
Lessing put forward this very questionable explanation with much 
conviction, or, indeed, as anything more than an attempt to justify 
the word in the interest of Aristotle’s infallibility At least, a little 

* Pnnapes de la htterature, ed at iii, pp. g6 f 

“ Ibid pp 1 00 f 

“ Cp for instance Bywater, at p 152 ‘t<Sv toioiItciiv TroSTjpdTtiii’, therefore, 
IS a general expression for this whole group of disturbing emotions (enthusiasm, 
pity, fear etc ) instead of being, as is so often thought, either limited to the two 
emotions (pity and fear) which appear in the context, or applying to the emotions 
in general ’ 

* Petersen (ed at p 247) quotes Lessing's letter to Eschenburg of April 2g, 

1772 (Schnften, xvni, p 37) ‘Ich wunschte, dass Sie aus der Erklarung des 
Aristotehschen ^lAandpaiTrov das Wort Pflichtmassig weghessen Das Pflicht- 
massige ware, meiner Meinung nach, gerade wieder das ^ikavdpanrov . ‘ See 

above, p 361, note 4 
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later (lxxvhi, 70) he states quite unambiguously that the purgation 
is strictly limited to fear and pity ‘ [Anstoteles], um es abermals und 
abermals zu sagen, hat an keine andere Leidenschaften gedacht, 
welche das Mitleid und die Furcht der Tragodie reimgen solle, als 
an unser Mitleid und unsere Furcht selbst ’ 


THE UNITIES 

In sections xliv-xlvi of the Dramaturgu, in connexion with the Merope 
dramas of Maffei and Voltaire, Lessing discusses the unities of time, 
place and action — without, as we have seen, mentioning Aristotle’s 
name In respect of matter and argument he has nothing to add to 
a controversy that was by no means new,' and were it not for the 
trenchant and brilliant expression he gives to his views, his discussion 

' The validity of the unities of time and place, for which claims had been made, 
on insulEcient grounds, by the early Italian critics, and notably by Castelvetro, 
was questioned long before the seventeenth century was out Cp H Breitinger, 
Les tmiUs d'Aruiote aiiant le Ctd de Conmlle, and ed Geneva, 1 895 , J Ebner, Beilrag zu 
einer GeschichU der dramatischen Etnhetlen in Italien, Erlangen, 1898 {Munchener Beitrage 
zur Tomanischen und englisehtn Philologxe, xv, esp pp 59 ff ) , J E Spingarn, History 
of Literary Criticism in the Renaissance, and ed New York, 1908, pp 89 ff In France, 
as early as 1628, Francois Ogier, in his preface to Schelandre’s Tyr et Sidon (Pans, 
1628), had opposed the unity of time on the ground that it caused too great a 
number of coincidences, and made it necessary for the poet to narrate, instead of 
representing, interesting and vi\id scenes, and early in the eighteenth century the 
Abb6 Vatry had argued against the unity of time {Histoire de V Academic des Inscrip- 
tions, vii, pp 182 ff ) But It was Houdar de la Motte who, in his Premier Discours 
sue la Tragidie, d I’accasion des Machabies (1721), emboldened eighteenth-century 
dramatists to disregard the umties in practice 'Loin que I’unite de lieu soit 
essentielle,’ he wrote {Qsuvres, Pans, 1754, iv, pp j8 ff), 'elle prend ordinairement 
beaucoup sur la vraisemblancc II n’est pas nature! que toutes les parties d’une 
action se passent dans un mcme apartement Je dispenserois done en bien des 
rencontres les Auteurs dramatiques de cette unite forcee, qui coute souvent au 
Spectateur des parties de Faction qu’il voudroit voir, et ausquelles on ne peut 
supleer que par des recits toujours moms frapans que Faction m6me L’unit6 de 
terns n’est pas plus raisonnable, sur tout si on la pousse k la rigueur comme Fumte 
delieu car en ce cas il ne faudroit prendre pour Faction que le terns de la reprd- 
sentation mfime, et cela par les mcmes principes, sur lesquels on pretend 6tablir 
Funit^ de lieu Je ne pretens done pas aneantir ces regies , je veux dire seulement 
qu’il ne faudroit pas s’y attacher avec assez de superstition, pour ne les pas sacrifier 
dans le besom k des beaut^s plus essentielles ’ There is, of course, no need to claim, 
as E Aspelin has claimed {Lamottes Afhandhngar om Tragedm, granskada och jemforda 
med Lessing, in Acta Soc Scientiarum Fermicae, xvi (Helsingfors, 1888), pp 141 ff), 
that Lessmg was immediately indebted to La Motte 
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might well date from the days before he was immediately interested 
in Aristotle ^ 

He discusses first the umty nf -place and quotes with approval 
(XLiv, 62) a lengthy passage from Johann Elias Schlegel’s Gedanken 
zur Aufnahme des danischen Theaters, it opens with the sigmficant state- 
ment, which Lessing made his own ‘Die Wahrheit zu gestehen, 
beobachten die Englander, die sich keiner Emheit des Ortes ruhmen, 
dieselbe grossentheils viel besser, als die Franzosen, die sich damit viel 
wissen, dass sie die Regel n des Aristoteles so genau beobachten’* 
There is, however, no reason to suppose that Lessing would not also 
have subscribed to Schlegel’s final reservation 

Ich will hierdurch die Gewohnheit, die Einheit der Zeit und des Ortes 
zu beobachten, keinesweges in Verachtung bringen, sondern ich sage es 
bloss, um einer jeden Regel ihren rechten Werth zu bestimmen, damit 
man nicht fortfahre, wie viele thun, nach der ausserhchen Form der 
Schauspiele, ihre innerliche Schonheit zu schatzen ® 

Schlegel had recommended his readers to turn to D’Aubignac’s 
Pratique du TMdlre for an authoritative explanation of the unities,^ 
and to that treatise, then nearly a hundred and ten years old, Lessing 
also had recourse D’Aubignac, he found, demanded that the scene 
should not be greater than the ‘ espace dans lequel une vue commune 
peut voir un homme marcher, encore qu’on ne le puisse pas bien 
reconnoitre and to support this, he put forward the following 
argument 

^ Lessing had translated Dryden’s observations on the unities in his Theatraliscke 
Bibliothek ‘ Vors erste aber erlauben Sie nur zu sagen, dass die Einheit des Orts, 
sie [die Alten] mogen sie noch so sehr beobachtet haben, doch niemals eine von 
ihren Regeln gewesen ist, wir flnden sie wcder bey dem Aristoteles, noch 
Horaz, noch bey sonst einem, der von der Kunst geschrieben, und sie ist nur 
erst neuerhch von den Franzosen zu einer Vorschrift der Buhne gemacht worden 
Die Einheit der Zeit hat selbst T erenz, der doch ihr bester und regelmassigster 
komischer Dichter ist, vernachlassiget ’ {Schriften, vi, p 262 ) 

’ J E Schlegel, Werke, ed at 111, p 294 ‘ Ciimenens ’ in the passage quoted (96) 
is an obvious misprint, in the edition of Schlegel’s works, for ‘ CeJimenens 

“ Ibtd p 295 

* ‘Wer eine ausfuhrhche Erklarung derselben verlangt, kann sie nirgends voU- 
konimener und mit mehrerm Verstande abgehandelt finden, als in Hedelins 
theatralischer Dichtkunst, einem sehr guten Buche, welches zu einer grund- 
lichen Kenntmss des Theaters vorzugliche Diensle leistet ’( tkerAe, erf at 111, p 293) 
Elsewhere (tbtd p 21) Schlegel speaks of D’Aubignac as a critic ‘welchen man m 
den Regeln der Schaubuhne auch fur eincn Aristoteles gelten lassen muss 
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Si le Poctc representoit par son Theatre tous les endroits ensemble d’un 
Palais, ou tons les quartiers d’une Ville, ou bien toutes les Provmces d’un 
Etat, il devroit faire voir alors aux Spectateurs, non seulement toutes les 
choses gcncralement qui sc sont iaites dans son histoire, mais encore tout 
ce qui s’est fait dans le reste du Palais, et dans toute la Ville, ou dans tout 
cet Etat 1 

And Lessing recalls (xliv, 82) how Corneille had said ‘J’accorderois 
tr^;s-volontiers que ce qu’on feroit passer en une seule ville auroit 
I’umte de heu’, but with the proviso that the scene should not be 
changed in the course of the same act ® With this view of Corneille’s 
Lessing is evidently in agreement (in) 

Lessing’s main quarrel, however, is with th e uni ty of time ® Already 
in his study of Plautus in the Beytrage he had pleaded for a certain 
amount of freedom in this matter * Here he showed that the journey 
which Philocrates makes in the Captivi might have been completed 
within twenty -four hours, but, he continued, even if this were not 
credible, it was a ' Vergehen, das cr [Plautus] mit hundert alten und 
neuen Dichtern gemein hat’ Moreover ‘Zuschauer, welche keine 
Kunstrichter sind lassen sich von der Hitze der Handlung fort- 
reissen, und ich bin gewiss, die meisten Romer werden diese 
Ubereilung des Plautus nicht bemerkt, wenigstens nicht angemerkt 
haben ’ ® Corneille was willing, as a result of his own practical 
experience, to extend the time of a dramatic action from twelve or 
twenty-four hours to thirty , ® his argument indeed went further 

La representation dure deux heures, ct ressembleroit parfaitement, si 
Paction qu’elle represenle n’en demandoit pas davantage pour sa r^alite 
Ainsi ne nous arr^tons point ni aux douze, ni aux vingt-quatre heures, 
mais resserrons Paction du poeme dans la moindre duree qu’il nous sera 
possible, afin que sa reprAentation ressenable mieux et soit plus parfaite ’’ 

This, as Lessing would have agreed, is not unreasonable, but in 
connexion with Mhope he shows the absurdity (xlv, i) of crowding 
together eventful happenings merely in order to keep within the rule 

’ Pratiqm du Thialre, 11, chap vi (Amsterdam ed of 1715, 1, p 93) 

* Discours des Ttois UniUs, (Euores, ed cit i, pp iig f 

® He did not find a strict unity of time unreasonable, however, in criticising 
Heufeld’s Julie (ix, 36) He mentions this umty again in enumerating a French 
critic’s objections to Zelmire (xix, 43) 

* B^trage, iv, pp 583 ff , Schriften, iv, pp 187 ff 

‘ Schriften, iv, p 188 

* Discours dts Trois Umtis, (Euores, 1, pp 1 1 1 f 

’ Ibid p 113 
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GomeiUe had shown, in a somewhat similar way, how unnatural this 
IS m the Agamemnon of Aeschylus and Th^ Suppliant H^cffwnof Eunpides 
One IS tempted, however, to think of Scud^ry’s iromcal criticism of 
Le Cid in 1637 

Mais faire amuer eft vingt-quatre heures la mort d’un pere, et les 
promesses de manage de sa fille, auec celuy qui I’a tu^, et non pas encor 
sans le conoistre, non pas dans une rencontre innopm^e, mais dans un duel 
dont il estoit I’appellant, c’est (comme a dit bien agreablement un de mes 
Amis) ce qm loing d’estre bon dans les vingt-quatre heures, ne seroit pas 
suportable dans les vingt-quatre ans Et par consequent (le le redis encor 
une fois) la regie de la vray semblance n’est point observ^e, quoy qu’elle 
soit absolument necessaire Et veritablement toutes ces belles actions que 
fit le Gid en plusieurs anndes, sont tellement assemblees par force en cette 
Piece, pour la mettre dans les vingt-quatre heures, que les Personnages y 
semblent des Dieux de machine, qui tombent du Ciel en terre car enfin, 
dans le court espace d’un lour naturel, on eslit un Gouuerneur au Prince 
de Castille, il se fait une querelle et un combat, entre Dom Diegue et le 
Comte, autre combat de Rodrigue et du Comte, un autre de Rodrigue 
contre les Mores, un autre contre Dom Sanche, et le manage se conclut, 
entre Rodrigue et Chimene, le vous laisse i lueger, si ne voila pas un lour 
bien employ^, et si Ton n’auroit pas grand tort d’accuscr tous ces person- 
n[a]ges de parresse^ il est du sublet du Poeme Dramatique, comme de tous 
les corps Phisiques, qui pour estre parfaicts, demandent une certaine 
grandeur, qui ne soit ny trop vaste, ny trop resserree * 

It is very doubtful whether Lessing was familiar with this passage, 
but It IS precisely the kind of criticism which he himself uses so 
effectively and so brilliantly He sums up the whole matter here in 
one pregnant sentence (xlv, 60) ‘Denn was er [Voltaire] an Einem 
Tage thun lasst, kann zwar an Emem Tage gethan werden, aber kein 
vernunftiger Mensch wird es an Einem Tage thun ’ 

Lessing points out (xlvi, 4) that the unities of time and place were 
^ natural consequence of the unbroken presence of the chorus on the 
Greek stage Castelvetro seems to have been the first to make this 
observation, but the fact is mentioned more than once by D’Aubignac, 
and It is discussed by Home in his Elements of Criticism ^ Any breach 
of the umties within the act was prevented in French drama by the 

^ Observatwns sut le Ctd, Pans, 1637, pp 16 ff 

* Cp Pratique du TUdtre, 11, chap vi, vii (ed cit 1, pp 87, 109 f), Home, 
Elements of Cnticum, chap xxiii (Edinburgh, 1 762, 111, pp 270 ff , German translation, 
ed cit 111, pp 326 ff ) 
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rule of ‘liaison’ This had been stated by Corneille (xlv, 88) to be 
not a rule, but an ornament 

La haison des scenes qui unit toutes Ics actions particuhferes de chaque 
acte Tune avec I’autre, est un grand ornement dans un poeme, et qui 
sert beaucoup a former une continuity d’action par la continuity de la 
reprysentation , mais enfin ce n’est qu’un ornement et non pas une rygle ^ 

But in a note on this passage Voltaire commented ‘ Get ornement de 
^la tragedie est devenu une regie, parce qu’on a senti combien il dtoit 
devenu nycessaire.’^ 

In the end, Lessing maintains (xlvi, 4) , the only unity that matters 
is the unity of acpon ‘Die Einheit der Handlung war das erste 
dramatische Cesetz der Alten ’* But into a discussion of the nature 
of this unity he does not enter 

In these sections dealing with the unities, Lessing is not so much 
concerned with pleading for an English freedom from their restrictions 
as in showing how Voltaire, in his Mirope, sins against the Cornelian 
canon while professing to observe it He changes the scene within 
the act , he crowds so many happenings into his play as to reduce the 

* Discottrs des Trois UmUs, (Euvres, ed cit \,p 101 Cp T>’A\ihignac, Pratique du 
ThdSire, iv, chap i (ed cit 1, pp 252 f ) ‘II faut sjavoir, Que tous les Acteurs qui 
paroissent au Theatre, ne doivent jamais entrer sur Ja Scync sans une raison qui 
les oblige 4 se trouver en ce moment plutot dans ce lieu-14 qu’ailleurs , autrement 
ils n’y doivent pas venir, et en beaucoup d’ Acteurs il ne sera pas vraisemblable 
qu’ils ysoient venus II en doit Stre de meme de la sortie des Acteurs, car 
s’lls ne quittent le lieu de la Scene avec raison, il sera vraisemblable qu’ils y 
devoient demeurer encore de sorte qu’il faut toujours qu’ils se retirent, ou pour 
quelque affaire qui les oblige de se trouver ailleurs, ou par quelque consideration 
qui ne leur permette pas de s'arreter davantage dans le lieu de la Scyne ’ It has 
been observed that Lessing himself in his own dramas shows a fondness for 
closing ads and scenes with ‘Kommen Sie’ (K Heinemann, Vorhang und Drama, 
in Die Grenzboten, March, 1 8go, Nos x, xi (esp xi, pp 52 1 f ) , quoted by Petersen, 
ed cit p 222) 

* See CEwres Computes de Voltaire, Pans, 1877—85, xxxii, p 364 

“ D’Aubignac devotes the third chapter of his second book to the unity of action 
Nicolai had said of it in his dManiflimg (Petsch, op cit p 14) ‘ Wenn also endlich 
die Handlung eines Trauerspiels so wohl von fremden Handlungen ununtcrbrochen 
fortdauert, als auch von ihren eigenen Ncbenhandlungen mcht verwirrt oder 
undeutlich gemacht wird, so wird sie die Eigenschaft haben, die die Kunstrichter 
schon langstens unter dera Namen derEinheit anbefohlen haben , eine Eigenschaft, 
die emem jeden dramatischen Stucke, das vollkommen schon seyn soil, unent- 
behrlich 1st, derm an einem dramatischen Stucke, dem die Emheit der Handlung 
fehlet, konnen zwar wohl emzelnc Stellen, aber umnoglich das Ganze, Beyfall 
verdienen ’ 
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unity of time to an absurdity, and while reprovmg MafFei for not 
providing satisfactory motives for his ‘haisons’, he himself provides 
inadequate ones But these observations belong to a criticism of the 
plays in question rather than to dramatic theory, and have already 
been considered ^ In spite of his brave words (xLvi, 57) ‘ Mochten 
memetwegen Voltairens und Maffeis Merope acht Tage dauern, und 
an sicben Orten in Gnechenland spielen ' Mochten sie aber auch 
nur die Schonheiten haben, die imch diese Pedanteneen vergessen 
machen 1 ’ there is no reason to infer that Lessing’s own convictions 
went far beyond those expressed by Nicolai in his Abhandlung von dem 
Trauersptele 

Die einzige Pflicht des Dichters wird also nur scyn, sich der Einheit der 
Zeit und des Orts, so viel moglich, zu nahern, und wenn er um grosserer 
Schonheiten willen davon abwcichen muss, es so einzunchten, dass die 
Abwcichung dem Zuschauer nicht sehr merklich werde “ 

One can hardly think that the author of Minna von Barnhelm, and later 
of Emilia Galotti and Nathan der IVeise, would really approve, any more 
than Nicolai, of what the latter called ‘ [die uble] Gewohnheit der 
meisten Englander, den Schauplatz ohne Noth alle Augenblicke 
verandern [zu lassen] 


THE BEST FORM OF TRAGIC PLOT 

The ‘best form of tragic plot’ is discussed m St xxxvii, again m 
connexion with Merope, the play which was so fruitful in suggesting 
theoretical speculations Aristotle, Lessing tells us (70), investigates 
in the fourteenth chapter of his Poetics the question of the precise kind 
of events by which terror and pity are excited Lessing does not quote 
Aristotle in Curtius’s translation, but his phraseology shows an un- 
mistakable similarity with that of his predecessor Curtius translates 
the passage in question as follows 

Nothwendiger Weise mussen alle Bcgebenheiten zwischen Freunden, 
Feinden, oder gleichgultigen Personen vorgehen Em Feind, der semen 
Feind todtet, erwecket weder bey Ausubung noch Beschliessung der 
Handlung, ein Mitleidcn, ausser demjenigen, was mit Vollbringung des 
Unglucks verknupfet 1st und auf gleiche Weise verhalt es sich mit gleich- 
gultigen Personen Wenn aber dergleichen Ungluck sich zwischen Freunden 


HL 


* See above, p ai8 
“ Ibid p 17 


• Petsch, op at -p 15 


25 
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zutrlgt, wenn ein Bruder den andem, der Sohn den Vater, die Mutter den 
Sohn, der Sohn die Mutter ermordet, oder ermorden will, oder cine andere 
ahnhche Handlung vornimmt, $0 sind dieses Begebenheiten, die man fur 
das Trauerspiel aufsuchen muss '■ 

The difficulty with which the commentators on Anstotle had been 
confronted — attention was first drawn to it by Castelvetro — was to 
reconcile the preference which Anstotle expressed here for a tragic 
plot in which the tragic issue is prevented by a timely recogmtion, 
with the statement in chapter xm that a good tragic plot should not 
end happily In presenting the problem (xxxvu, 70 ff ) Lessing draws 
upon Gurtius- 

Die ganze Ordnung, nach welcher Aristoteles die tragischen Hand- 
lungen zahlet, 1st folgcnde, von unten aufist die erstc oder unvollkommenste 
Gattung, wenn man wissendich ein Verbrechen begehen will, es aber 
mcht ms Werk nchtet die zweyte, wenn man es wissentlich wirkhch 
begeht die dritte, wenn man es unwissenthch bcgeht, aber hemach 
erkcnnet die vierte, wenn man es unwissend begehen will, aber vorher 
erkennet Dieses scheint einer andern Stelle des Aristoteles zu wider- 
sprechen Dieser Kunstrichtcr hat oben im 13 Cap fest gesetzet, dass em 
gutes Trauerspiel sich vielmehr nut dem Ungluckc als Glucke der han- 
delnden Personen endigen musse Hier aber zieht er die vierte Gattung, 
wo das Verbrechen mcht begangen wird, und das Stuck einen gluckhchen 
Ausgang hat, der dritten vor, wormn der Ausgang unglucklich 1st 
Die genaue tlberlegung, womit Aristoteles schrieb, erlaubet mcht, 
einem so grossen Manne einen Widerspruch beyzumessen Dacier hat 
schon gesuchet, den Aristoteles zu rechtfertigen, allein seme Grunde 

‘ ArutouUs Duhtkunsl, ed cit pp 18 f Cp also the phraseology in St xxxvill 
for 7Tpd|eais (Dacier’s ‘ imitation d’une action ’) both Curtius and Lessing 

write ' Nachahmung emer ffandlung’, for TrpaypdTan/ ('composition 

des choses ’), ‘ Verknupfung von Begebenheiten ’ , for fiSBog ottAoCs- and nvBos ■n-en- 
Aeyptvos (‘fable simple’, ‘fable implexe’), ‘einfache Fabeln’ and ‘verwickelte (in 
Curtius sometimes also ‘ zusammengesetzte ’) Fabeln’, dvayvcupur/ads' (‘recon- 
noissance’), ‘Erkcnnung’ (Curtius also occasionally ‘ Erkenntniss ’) , vipiirereia 
(‘peripdtie’ or ‘changement de fortune’, Batteux’ ‘peripdtie’ or ‘revolution’) 
appears in Curtius as ‘ Peripctie ’, ‘ Gluckswcchsel ’ or ‘ Glucksanderung ’, which is 
also Nicolai’s word, Ramler writes ‘Glucksveranderung’ and Lessmg ‘Glucks- 
wechsel’ Fmally, irdSor, which under French influence (‘passion’) Curtius had 
translated ‘ Leidenschaft’, Lessmg translates, if only here, ‘Leiden’ Dacier, it may 
be noted, apologised for his use of the word ‘ passion’ (p 1 64) ‘ Je s^ay bien que le 
mot passion, n’est Francois, en ce sens, que dans lea choses de la Rehgion.et que par 
tout ailleurs, il sigmfie les sentimens, ou piour mieux dire, les maladies de Fame, 
mais il n’y en a pomt qui expliquc si bien ce qu’Aristote a voulu dire ’ Lessmg’i 
indebtedness to Curtius is further to be seen in the fact that, m enumerating th« 
different kinds of plot here, he follows the order in which Curtius states them 
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Bchemen nicht zureichend Er will, Anstoteles rede hier wcht von dcr 
Tragodie und ihren Handlungen uberhaupt, sondem zcige nur, auf was 
fur Art ein Dichter sich der Verbrechen in bekannten Fabeln bedienen 
muBse ^ 

And now Lessing turns (107) to the text of Dacier' 

Le S9avant Victorius est le seul qui I’ayt veue, mais comme il n’a pas 
connu de quoy il s’agissoit dans ce Ghapitre, et que ce n’est que par-U 
qu’on peut la rdsoudre, il n’a pas seulement tent6 de I’eclaircir Ils [les 
commentateurs] ont tons cru qu’Aristote parloit icy de la consUtution des 
fables en genertd, mais il ne travaille qu’^ enseigner, comment on doit se 
conduire dans les actions atroccs pour ne pas changer les fables, et pour 
s’en servir comme il faut, voilh le dessein de tout ce Ghapitre Par exemple, 
je veux trailer le meurtre de Clytemnestrc par Oreste, Anstote me donne 
icy un plan des quatre differentes mam6res^ dont les actions atroces 
peuvent se passer Je dois voir celle qui m’accommode La premiere ne 
convient point, parce qu’elle est trop horrible La quatriime ne convient 
pas non plus, parce qu’elle est imparfaite et atroce sans passion, et que 
d’ailleurs elle d^truit la fable La troisiemc qui seioit la plus propre, est 
encore inutile, parce qu’elle sauveroit Clytemnestre qui doit necessairement 
mourir par les mains de son fils II n’y a done que la seconde dont je pmsse 
me servir ^ 

The only explanation which Curtius can offer (xxxviii, 7) of Aris- 
totle’s apparent self-contradiction is that the philosopher was here 
less careful than usual 

Lessing’s interpretation (xxxviii, 80) is that Aristotle is considering 
each of the ingredients of a tragic plot on its own merits * The best 
■ 7 TepineT€ia is where there is a change from better to worse, whereas 
the best form of ‘ suffering ’ is where the persons concerned do not 
know one another, and the recognition comes in time to prevent the 
carrying out of the fatal act He holds that there is no contradiction, 
for Aristode is speaking of two different aspects of the matter This 

^ Anstoteles Dichtkunst, ed cit p 213 

* Gp Corneille, Discours de la Tragedie {CEuvres, ed cit 1, p 67) ‘La diverse 
combination deces deux mani^resd*agir forme quatre sortesde tragedies * Aristotle 
virtually only discusses three 

® Poitique d' Anstote, ed at pp 235 f 

* With Dacier, Lessing holds (60) that'passion’is the most imporlantingredient 
Gp Poitique d^ Anstote, ed at p 164 , ‘La passion est encore plus essencielle au sujet, 
que la reconnoissance et la penpetie, puisqu’il y a des sujets simples, c’est-^-dire, 
qui n’ont ny p^npetie, ny reconnoissance, et qui ont la passion, comme I’Ajax de 
SophocJe, J’Hecube d’Eunpide * 
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explanation, however, has met with no greater acceptance than 
Dacier’s, and it is doubtful whether the most modern interpreters of 
Aristotle have come any nearer to justifying what in the end has to 
be frankly recogmsed as an inconsistency ^ 

^ See, for mstance. Bywater’s note on o/’Pofftry, at p 225) ‘In 

chap 1 3 Aristotle was thinking only of the emotional effect of tragedy as produced 
by the most obvious means, here he comes to see that the same effect may be 
produced in a finer form without their aid It is his somewhat tardy recognition 
of the necessity of avoiding ro ^lapov that has caused this change of view ’ 



CHAPTER XIII 


COMEDY AND OTHER FORMS OF DRAMA 
COMEDY 

On the subject of Comedy Lessing, bke Anstotle, has httle to say, 
and that little is of small importance Moreover, since most of his 
observations are in the earlier sections of the Dramaturgie, they are if 
anything more a reproduction of traditional opimon than what he 
has to say on Tragedy 

The ‘purpose’ and ‘use’ of Comedy are dealt with in St xxviii 
and XXIX in connexion with Regnard’s Der Z'^rstreute (xxvni, 1 14) 
‘Die Komodie [sagt man] musse sich nur nut Fehlern abgeben, die 
sich verbessern lassen Wer aber von Natur zerstreut sey, der lasse 
sich dutch Spottereyen eben so wenig bessern, als ein Hinkender ’ 
This, as we have seen,^ is only a translation of a passage quoted by 
the brothers Parfaict from the Lettres d’un Francois of the Abbe Leblanc 
‘La Comedie ne doit jou[e]r que les defauts qu’elle peut corngcr 
Les Plaisanteries que Ton fera sur un Boiteux, lui aideront aussi-tot 
a marcher droit, que la Pi^ce de Re[g]nard corngera un Homme qui 
est n^ Distrait ’ But Lessing questions the Frenchman’s contention 
that a ‘ distrait ’ is not a fair theme for comedy , and even if this were 
right, why, he asks (133), should comedy be restricted to moral errors 
and rectifiable bad habits^ 

He then proceeds (xxix, 4) to define the ‘use’ of comedy Its true 
general use lies in laughter itself, m developing our faculty of per- 
ceiving the ridiculous In his letter to Nicolai of November [13], 
1756, he had already advanced this argument 

[Die Komodie] soil uns zur Fertigkeit verhelfen, alle Arten des Lacher- 
hchen leicht wahrzunehmen Wer diese Fertigkeit besitzt, wird in seinem 
Betragen alle Arten des Lacherlichen zu vermeiden suchen, und eben 
dadurch der wohlgezogenste und gesittetste Mensch werden Und so 1st 
auch die Nutzlichkeit der Komodie gerettet ® 

^ See above, pp 192 f , and cp Lettres d’un Francois (Lettre xi), La Haye, 1745, 

1 , p 88 

* Schnften, xvii, p 66, Petsch, op cit p 54 Curtius m his Abhandlung von den 
Personen und Vorwurfen der Comodie {Aristoteles Dichtkunst, ed at p 397) claimed that 
everyone was agreed ‘dass die Vorstellung und Verbesserung des Lacherhchen in 
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The distinction which Lessing draws in considenng the French 
cnticism of Le Distrait ‘Die Komodie will durch Lachen bessem; 
abcr nicht eben durch Verlachen’, was not foreign to the older 
definitions ^ Batteux, for instance, says 

II faut observer que tout ridicule n’est pas nsible II y a un ridicule qui 
nous ennuie, qui cst maussade Celui qui se montre sur la scfene comique 
est toujours agr^able, delicat et ne nous cause aucune inquietude secrette * 

Bishop Hurd, too, held, in opposition to the general sentiment, that 
ridicule is not of the essence of comedy, but I am doubtful whether 
Lessmg knew Hurd’s book^ at this stage 

Lessing recalls (xxviu, 140) that Rousseau (in his Lettre a M 
D’Alembert of March ao, 1758) had complained that Moberc makes 
us laugh at his misanthrope, who is really the honourable man of the 
piece ‘Vous ne sauriez me nier deux choses I’une, qu’Alceste dans 
cette Piece est un homme droit, sincere, estimable, un veritable 
homme de bien, I’autre, que 1’ Auteur lui donne un personnage 
ndicule To this D’Alembert replied ‘Qiioique le Misantrope 
divertisse les spectatcurs, il n’est pas pour cela ridicule k leurs yeux . 
il n’est personne au-contraire qui ne I’estime, qui ne soit portd meme 

den menschlichcn Handlungen der Endzweck des Lustspiels sey’ Petersen {ed nt 
p 210) notes that in the Plautus essay jn his Beytrage, Lessing stated the purpose of 
comedy to be ‘ Die Sitten der Zuschauer zu bilden und zu bessern ’ [Beytrage, iv, 
pp 588 f ), while in the Theatraluche Bibliolheh [Schnflen, vi, p 52) he concluded 
that It IS a function of true comedy to move us to laughter 

^ Lessing’s distinction between ‘Lachen’ and ‘Verlachen’ is at bottom that 
which Quintilian establishes between ‘risus’ and ‘derisus’ [Inst vi, 111), and Home 
(Elements 0/ Criticism, chap vu, ed at i, p 341) had distinguished between ‘risible’ 
and ‘ ridiculous ’ Cp the German translation, Grundrafee ifer Crild:, erf at 1, p 415 
‘Em lacherlicher Gegenstand 1st bloss lustig, ein belachenswerther ist zugleich 
lustig und verachtltch Der erste wirkt erne Bewegung zum Lachen, die ganz 
ergetzend 1st, die Bewegung, die der zweyte erregt, wird durch die Bewegung der 
Verarhtung bestimmt, und die vermischte Bewegung, die daher entsprmgt, und 
theils ergetzend, theils verdrusslich 1st, kannman die Bew egung des Belachens- 
werthen nennen ’ In 1755, Lessmg had a plan for writing an Abfmndlung vom 
Lachen Cp his letter to Mendelssohn of [October], 1755 [Schnflen, xvii, p 45, 
note 2, cp also xrx, p 20), and those of August [23], and September 14, 1757 
[Schnflen, xvii, pp 1 18, 120) 

* Pnnetpes de la litUrature, ed at 111, p igo 

® Cp Dissertation concerning the Provinces of the several Species of the Drama, in 
Q, Horatii Flaca Epistold ad Pisones et Augustum, with an English Commentary and 
Notes, 3rd ed Cambridge, 1757, 1, p 279, cp also pp 270 f, 273, 276 See also 
below, pp 392, 402 ff 

* Lettre d M D’Alembert, Amsterdam, 1 758, p 55 
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& Taimer et a le plamdre The argument depends on the defimtion 
of ‘das Lacherhche’ This Lessing deals with in St xxvm He does 
not, however, accept Anstotle’s defimtion [Poetics, chap v), which 
according to Batteux, is as follows 

tout dtfaut qui cause diffornutd sans douleur, et qui ne menace personne 
de destruction, pas meme celm en qui se trouve le defaut Car s’ll mena^oit 
de destruction, i] ne pourroit faire nre que ceux qui n’ont pas le coeur bon 
Un retour secret sur eirx-memes leur feroit trouver plus de charmes dans 
la compiission * 

Nor does he take up the polemic into which Corneille had entered, 
m his first Discours, against Aristode’s definition He sets up, how- 
ever, a new definition of ‘das Lacherhche’ (135) ‘ Jede Ungereimt- 
heit, jeder Kontrastvon Mangel und Realitat, 1st lacherlich’, which 
is a modification of what he had already stated in the Laokoon 
‘ Hasslichkeit ist Unvollkommenheit, und zu dem Lacherlichen wird 
ein Contrast von Vollkommenheiten und Unvollkommenhciten 
erfodert ’ ® This in turn comes from Mendelssohn, and is rooted in 
the Wolff-Baumgarten aesthetic theory In his Rhapsodic uber die 
Empfindmgen Mendelssohn had wntten 

[Das Lachen] grundet sich sowohl als das Weinen, auf einen Kontrast 
zwischen einer Vollkommenheit und Unvollkommenheit Nur dass dieser 
Kontrast von keiner Wichtigkeit sein und uns nicht sehr nahe angehen 
muss, wenn er lacherlich seni soil Die Thorheiten der Menschen, die 
wichtige Folgen haben, erregen mideidige Zahren, die aber ohne Gefahr 
Sind, machen sie bloss lacherlich Man nennt einen solchen Kontrast eine 
Ungcreimtheit, und sagt daher, einjedes Lacherhche seize eine Ungereimt- 
heit zum voraus Ein jeder Mangel der Obereinstimmung zwischen 
Mittel und Absicht, Ursache und Wirkung, zwischen dem Charakter eines 
Menschen und seinem Betragen, zwischen den Gedanken und der Art, wie 
sie ausgedruckt werden, uberhaupt ein jeder Gegensatz des Grossen, Ehr- 
wurdigen, Prachtigen und Vielbedeutenden, neben dem Geringschatzigen, 
Verachtlichcnund Kleincn, dcssen Folgen uns in keine Verlcgenheitsetzen, 
1st lacherlich * 

In discussing Romanus’s modermsation of Terence’s Adelpht, 
Lessing touches upon the question of depicting foreign manners m 
comedy (xcvi, 126) Is there any necessity, he asks, for the dramatist 

t Milanges de Litthature, d’Histoire et de Philosophu (nouvelle dd ), Amsterdam, 
1759. n. P 422 

“ Pnncipes de la littdrature, ed cit in, pp i 80 f 

® Laokoon, xxiii (Schriften, p 1 39) * Gesammelte SchnfUn, ed cit 1, p 256 f 
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to be exact and naturalistic in this respect^ And he quotes with 
approval (140) Pope’s view that this is not called for in comedy to 
the degree that is required in tragedy In point of fact the passage 
IS not Pope’s but is, as M Bernays discovered,^ in Warburton’s 
commentary on Pope’s mutation of Horace’s Epistle Lessing did 
not find It here, however, but in Hurd’s Dissertation concerning the 
Provinces of the several Species of the Drama in his edition of Horace’s 
Epistohe ad Pisones et Augustum {ed cit 1, pp 268 f ), where the passage 
IS quoted 

Comedy succeeds best when the scene is laid at home, tragedy for the 
most part when abroad ‘ This appears at first sight whimsical and capncious, 
but has Its foundation in nature What we chiefly seek in comedy is a true 
image of life and manners, but we are not easily brought to think we have it 
given us, when dressed in foreign modes and fashions And yet a good 
writer must follow his scene, and observe decorum On the contrary, ’tis 
the action in tragedy which most engages our attention But to fit a 
domestick occurrence for the stage, we must take greater liberties with the 
action than a well-known story will allow ’ {Pope's Works, vol iv, p 185 ) 

To Lessing’s views on the ktnd of characters demanded by comedy 
and the relation in which these stand to the characters of tragedy, 
and to his opinions on rhymed comedy, I return later ® 


TRAGI-COMEDY 

In his Beschluss der Critik uber die Gefangnen des Plautus in the Beytrage, 
Lessing had discussed Plautus’s use of the word ‘ Tragico-comosdia ’ 
at some length 

Dass die Alien in der That, diejemgen Stucke, wonnne Leute von Stande 
vorkamen, ob gleich ihr Inhalt vollkommen komisch war, gleichwohl nicht 
Komodien genennt, 1st aus dem Vorredner des Amphitruo deutlich zu 
beweisen Es wurde sich nicht schicken, spricht Plautus, wenn ich dieses 
Stuck, wonnne Cotter und vomehme Leute (denn so 1st das Wort Reges 
hier zu ubersetzen) vorkommen, eine Komodie nennen wollte, es wurde 
sich aber auch mcht schicken, wenn ich ihm den Namen emer Tragodie 
beylegte, weil auch Personen vom genngen Stande darinne auftreten, ich 
will es also, um weder auf der einen noch auf dcr andern Seite zu verstossen, 
eine Tragikomodie nennen Wie sehr weicht folglich die Bedeutung, die 
wir jetzo diesem Worte geben, von der ab, welche die Alien damit zu 


’ Cp G Witkowski in EupAonon, VI (1899), pp 338! 
* See below, pp 400 ff , 461 ff 
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verbinden pflegten Ich will aber damit mcht sagen, als ob die Neuern 
mcht Grund gehabt batten in Benennung ihrer Stucke mehr auf den Inhalt 
als die Personen zu sehen, sondem ich will nur zeigen, dass die Alten Leute 
von Stande und wichtigen Bedienungen durchaus aus ihren Lustspielen 
ausgeschlossen, und sich die medngsten Sorten von Menschen dannne 
aufzufuhren begnugt haben ^ 

D’Aubignac also paraphrases the passage from Plautus and adds 

Apres ces paroles fort intelligibles, je ne puis comprendre comment on 
s’est avis6 de dire, que Plaute avoit emploie ce mot de Tragi-Com^die 
comme nous, car il n’y pensa jamais c’est une raillerie qu’il fait dans son 
Prologue, en joignant les noms de ces deux Poemes, comme il en avoit 
m 616 les Personnages ^ 

In the Dramaturgte, Lessing is led to discuss Tragi-Comedy (lv, gi) 
by a reference to the box on the ear administered to Essex by Elizabeth 
m Banks’s Earl of Essex Voltaire had commented on the famous and 
much cnticised scene m Le Cid, in a passage of which I have already 
quoted the beginning (see above, p 174) 

On ne donnerait pas aujourd’hui un souflet sur la joue d’un h^ros Les 
acteurs mdmes sont tr6s-embarrass6s a donner ce souflet, ils font le semblant 
Cela n’est plus meme soufert dans la com6die, et c’est le seul exemple qu’on 
en ait sur le theatre tragique II est k croire que c’est une des raisons qui 
firent mtituler le Cid tragi-com6die Presque toutes les pieces de Scudin et 
de Boisrobert avaient ete des tragi-comddies On avait cru longtems en 
France qu’on ne pouvait suporter le tragique continu sans melange d’aucune 
familiarit6 Le mot de tragi-corrUdie est tr^s-ancien Plaute I’employe pour 
designer son Amphitnon, parce que si I’avanture de Sosie^ est comique, 
Amphitnon est trds-seneusement aflige * 

But Voltaire is wrong, Lessing says (lv, 113), in his statement that 
Le Ctd is the only tragedy which contains a box on the ears , and his 
definition of Tragi-Comedy is incorrect Lessing himself would define 
It as ‘die Vorstellung einer wichtigen Handlung unter vomehmen 
Personen, die einen vergnugten Ausgang hat’ This was practically 

t Beytrage, iv, pp 575 f , Schnften, iv, p 182 (note) 

‘ Pratique du ThJdtre, 11, chap x (erf a( 1, pp 136!) 

“For Lessing’s form ‘Sosias’ cp Kruger’s reference to ‘Sosias’ quoted below, 
p 425 The form Sosia is found in a list of Schroder’s r 61 es (cp F L W Meyer, 
op cil i, p 153) 

* Commentaires sur Corneille, ed cit i, pp 190 f 
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D’Aubignac’s definition, as it was stated in a passage preceding that 
which Lessing quotes in his note (132) 

Mais ce que nous avons fait sans fondemcnt, est que nous avoiis 6t6 le 
nom d’e Tragidw aux Pieces de Theatre dont la Catastrophe est heureuse, 
encore que le Sujet et les personnes soient Tragiques, e’est 4 dire heroiques, 
pour leur donner celui de Tragi-Conudus * 

And the brothers Parfaict had defined it similarly,® in a passage from 
which Lessing also makes a quotation (137) He demes, however, 
their claim that Garnier’s Bradamante was the first tragi-comedy (lv, 
143) ‘ich kenne ane Menge weitfruhere spanische und italiemsche 
Stticke, die diesen Titel fuhren ’ Lessing, however, seems to have dated 
Garnier’s play 1682 instead of 1582,® and he could certainly find 
several Italian tragi-comedies in Riccobom’s list before the former 
date, if not before the latter, while Montiano in his account of 
Spamsh tragedies* deals with Spamsh tragi-comedies from La 
Cdestina (1499) onwards In St lxviii {153) Lessing comments on 
the mingling of comic and tragic elements which is characteristic of 
Spanish drama, and adds ‘ich bin weit entfernt, these zu verthei- 

* Prattqmdu Thddtre, 11, chap x {ed cit 1, p 133) Petersen [ed cii p ssg) refers 
to a letter written by Lessing to Gerstenberg on February 25, 1768, m which he 
says ‘ obgleich eine 1 ragodie eben so wohl einen gluckhchen, als einen un- 
glucklirhen Ausgang haben kann, so sehen wir es doch gleich aus der ersten 
Anlage, wclchen vOn beyden sie haben wird’ {Schriften, xvii, pp 247 f ) 

“ Op Lit 111, pp 454 f I am doubtful whether, as Cosack suggests [op cit 
p 298), Lessing had in mind the following passage in Hurd’s Dissertation concerning 
the Provinces of the several Specur of the Drama when he wrote the last fourteen lines of 
St LV ‘ The representation of high life cannot, without offence to probability, be 
made ridiculous, or consequently be admitted into comedy under this view And 
therefore Plautus, when he thought fit to introduce these reverend personages on the 
comic stage m his Amphitrlo, though he employed them in no very serious matters, 
was yet obliged to apologize for this impropriety in calling his play a Traguormdy 
What he says upon the occasion, though delivered with an air of pleasantry, is 
according to the laws of just criticism 

“Faciam ut commista sit traoicocomcedia 

Nam me perpetuo facere, ut sit Comoedia 

Reces quo VENtANT ET Dii, non par arbitror 

Quid igitur^ Quoniam hic servos quoquE partes habet, 

Faciara sit, proinde ut dixi, traoicocomcedia ” ’ 

{Q_ Horatii Flacci Epistole ad Pisorus et Augastum, ed cit 1, pp 257 f) It may be noted 
that Lessmg does not quote the Latin text in the form given by Hurd , nor does he 
use his own earlier form in the Beytrage (iv, p 576) 

“ See Hamburgische Dramaturgie, Hamburg [1769}, n, p 24 

* Translated by d’Hermilly as DixrwtarjOBrar/«r Tragidtes espagmles,Paxis, 1754, 
b pp 97 ff- See above, pp 109, 294, 300 
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digen.’ He recalls (lxix, 1 ) that Lope de Vega, while deploring this 
‘Zwitterton’, had perforce to conform to the dramatic tradition of 
his country and employ it But he recalls also (34) the opimon 
expressed by Lope, in his poem Arte nuevo, that nature herself 
demonstrates to us this diversity, from which she derives some of her 
beauties He seizes on the imphcation of this statement ifit be true — 
and he is inchned to grant it — then Lope has done more than he set 
out to do he has shown that the defect he endeavoured to gloss over 
IS no defect at all ‘denn nichts kann ein Fehler seyn, was eine 
Nachahmung der Natur 1st’ (67) 

After quoting a long passage concermng Shakespeare from Wie- 
land’s Agathon, Lessing makes his own appeal (lxx, 60) for a type | 
of drama in which the farcical and the interesting are mingled ‘ Es 
1st wahr, und auch nicht wahr, dass die komische Tragodie, gothischer 
Erfindung,^ die Natur getreu nachahmet, sic ahmet sie nur in emer 
Helfte getreu nach, und vemachlassiget die andere Helfte ganzlich; 
sie ahmet die Natur der Erschemungen nach, ohne im genngsten auf 
die Natur unserer Empfindungen imd Seelenkraftc dabey zu achten 
In nature (66) everything is linked up with everything else 


•DAS WEINERLICHE LUSTSPIEL’ 

In considering Nivelle de la Chaussee’s MUamde (vni, 4), Lessing 
remembered Voltaire’s words in his preface to Nanine ‘ce genre de 
comedie qu’on appelle par derision Comidu larmoyante,’^ and 
describes the play as being ‘von der ruhrenden Gattung, der man 
den spottischen Beynamen, der Wemerlichen, gegeben’ Many such 
pieces, he contends, are more than merely ‘weinerlich’, if the term 
be taken in the sense of bringing us near to tears , they cause the 
sensitive soul to pour out floods of tears , they are more tragic than 
the mass of French tragedies of the traditional kind In the Thea- 

^ Petersen {ed cit pp 239 f) points out that the term ‘Mtschspiel’ (lxx, 3) (cp 
LXX, 43 ‘ das gothische Mischspiel ’) was used by Kaspar Stieler as an equivalent 
of'Tragico-Comoedia’ {Deutsc>UTSprackscluitz,^\iTnheig, 1691 2088 under ‘ Spiel’) , 
and that Lessing may have found examples of ‘ Mischspiele ’ in Gottsched’s Nothiger 
Vorrath (Leipzig, 1757-65. b PP ai 8 , 243, 248, 11, pp 255, 258) 

* L Goldstem (0/1 cit p gioandpp 45 f) points out the similarity between this 
view and Mendelssohn’s notion of ‘idealische Schonheit’ in the Haupigrundsdtze 
der schonen Kunste und WusenschafUn {Gesammelte Schnften, ed cit 1, pp 288 f ) . 
s (Euvres, ed cit x, p 373 
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tralische Biblwthek he had claimed that he was the first ^ ^presumably 
in his brief notice of Frau Gottsched s translation of Cinw in the 
Berlimsche prwilegirte ^eitung of May 24, i 753 * German 

expression ‘ weinerliches Lustspiel’ 

hfantne itself was produced in Hamburg on June i, and Lessing 
describes it as a comedy of this type (xxi, 90) But what he has to 
say here is no more than a paraphrase and translation from Voltaire^ 
who had written in the preface to Nanine 

La Comddie encor une fois peut done se passionner, s’emporter, attendnr, 
pourvu qu’ensuite elle fasse nre les honnetes gens Si elle manquait de 
comique, si elle n’itait que larmoyante, c’est alors qu’elle serait un genre 
tres-vicieux, et tres-d^sagreable On avoue, qu’il est rare de faire passer 
les spectateurs insensiblement de rattendrissement au nre Mais ce passage, 
tout difficile qu’il est de le saisir dans une Comedie, n’en est pas moms 
naturel aux homines On a deja remarque ailleurs,^ que nen n est 
plus ordinaire que des avantures qui affligent I’ame, et dont certaines 
circonstances mspirent ensuite une gaiety passageic Homke repr6sente 
meme les Dieux nans de la mauvaise grace de Vulcatn, dans le terns 
qu’ils ddcident du destin du Monde Hector sourit de la peur de son 
fils Astyanax, tandis qu’ Andromaque rdpand des larmes * On voit souvent 
jusques dans I’horreur des batailles, des incendies, de tons les ddsastres 
qui nous affligent, qu’une naivete, un bon mot, excitent le nre jusques 
dans le sein de la desolation et de la pitic On defendit a un Regiment, 
dans la bataille de Spire,® de fame quartier, un Officier Allemand demande 
la vie i I’un des notres, qui lui r^pond Monsieur, demandez-moi toute autre 
chose, mats pour la vie il n’y a pas mqyen Cette naivety passe aussi-tot de 
bouche en bouche, et on nt au milieu du carnage A combien plus forte 
raison le nre peut-il succider dans la Com6die a des sentimens touchans^ 
Ne s’attcndnt-on pas avec Alcrrdne^ Ne rit-on pas avec Quel 

miserable et vain travail, de disputer contre I’exp^nence ' ’ 

For the intervening passage (99 ff ) Lessing took the hint in Voltaire’s 
own cross-reference and turned to the preface to his Enfant prodigue 

Si la Comedie doit etre la representation des mocurs, cette pi6ce semble 
etre assez de ce caractere On y voit un melange de serieux et de plaisantene, 
de comique et de touchant C’est ainsi que la vie des hommes est bigarree, 
souvent meme une seule avanture produit tous ces contrastes Rien n’est 
si commun qu’une maison dans laquellc un pere gronde, une fille occupde 

‘ Scknflen, vi, p 7 * Schnfun v, p 168 See above, pp 229 f 

® The 1 eference is to the preface to V enfant prodigue, (Euvres, ed at x, pp 83 f 
‘ Iliad, 1, 599 ff , VI, 466 ff “ November 15, 1703 

” This IS of course a reference to Moliire’s Amphitryon 
' CEuuns, ed at x, pp 379 f 
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de sa passion pleure , le fils se moque des deux et quelques pareps prennent 
diSiremment part k la sc^ne On radle tr^-souvent dans une chambre dc 
ce qui attendrit dans la chambre voisme, et la meme personne a quelquefois 
n et pleur6 de la meme chose dans le meme quart-d’heure 

Une Dame trM-respectable ^tant un jour au chevet d’une de ses filles 
qm 6tait en danger de mort, entourde de toute sa famille, s’6criait en 
fondant en larmes Mon Dieu, rendez la oioi, et prenez tous mes autres enfans ' 
Un homme, qm avail dpousd une de ses fiJIes, s’approcha d’ellc, et la tirant 
par la manche Madame, dit-il, les gendres en sont-iW^ Le sang froid et le 
comique avec lequel il prononga ces paroles, fit un tel effet sur cette Dame 
affligee, qu’elle sortit en dclatant de nre, tout le monde la sumt en riant, 
et la maladc ayant su de quoi il ^tait question, se mit k nre plus fort que 
les autres ^ 


‘DAS BURGERLICHE TRAUERSPIEL’ 

It is particularly to be regretted that Lessing had so very little to say 
on the subject of the type of drama which he himself, with his Miss 
Sara Sampson, had been mainly instrumental in acclimatising m 
Germany Even m the Theatrabsche Bibliothek, when this form of 
tragedy was of immediate interest to him, he was content to let others 
speak for him On July 20, 1756, he wrote to Nicolai, who was busy 
with his Abhandlung vom Trauerspiele ‘ Ich habe eine Menge unordent- 
hcher Gedanken uber das burgerhchc Trauerspiel aufgesetzt, die Sie 
vielleicht zu der bewussten Abhandlung brauchen konnen’^ But 
unfortunately we have no trace of these 

In connexion with the performance of Miss Sara Sampson on May 6, 
1767, Lessing contented himself with quoting two French opinions 
on the ‘tragedie bourgeoise’ The first of these (xiv, 5) is paraphrased 
from a review of the French translation of his play m the Journal 
etranger for ’December, 1761 (pp 5ff) 

Les noms des Rois et des Heros sont imposans sur le thdatre, mais tout 
ce qm impose n’lnteresse pas En fait de revers, il est vrai, I’elevation des 
personnages contribue au pathdtique Belizaire mendiant excitera la pitie 
bien plus qu’un homme de la he du peuple, mais en general, plus les 
personnages sont pres de nous, plus Icur situation nous int^resse II est 
dans I’homme de ne s’affecter que de ce qm arrive k ses semblables or les 

1 (Euvres, ed at x, pp 83 f (A note in the edition of Voltaire’s complete works 
published at Pans, 1877-85, 111 (Theatre ii), p 443, explains that the lady in the 
anecdote was the Mar^chale de NoaiUes, her daughter Madame de Gondrin, and 
the husband of the other daughter the Due de la Valli&re ) 

* Schnften, xvii, p 59 
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Rou ne sont nos semblables que par les sentunens de la nature et par ce 
melange de biens et de maux qm confondent toutes les conditions en line 
seule, qui cst celle de Thonime 

The second is a quotation (xrv, 15 ) from Marmontel’s Poitique 
frangoise 

G’est faire injure au cosur humain et m^connoitre la Nature, que de 
croirc qu’elle ait besom de litres pour nous 6 mouvoir et nous attendnr 
Les noms sacres d’ami, de pere, d’amant, d’^poux, de fils, de mere, d’homme 
enfin voila les quahtds pathetiques leurs droits ne prescriront jamais 
Qu’unporte quel est le rang, le nom, la naissance du malheureux, que sa 
complaisance pour d’lndignes amis, et la sdduction de I’exemple, ont 
engagd dans les pidges dujeu, qui a niin^ sa fortune et son honneur, et qm 
gimit dans les prisons, divori. de remords et de honte^ Si vous demandez 
quel il est, je vous repons II fut homme de bien, et pour son supplice il 
est ipoux et pere, sa femme, qu’il aime et dont il est aimi, languit, ridmte 
i I’extreme indigence, et ne peut donner que des larmes a ses enfans qm 
demandent du pain Cherchez dans I’histoirc des h 6 ros une situation plus 
touchante, plus morale, en un mot plus tragique, et au moment ou ce 
malheureux s’empoisonne, au moment, oil apres s’ 6 tre empoisonni, il 
apprend que le ciel venoit k son secours, dans ce moment douloureux et 
temble, oil a I’liorreur de mourir se joint le regret d’avoir pu vivre heureux, 
dites-moi ce qm manque k ce sujet pour 4tre digne de la Tragedies Le 
merveilleux, me direz-vous H4, ne le voyez-vous pas ce merveilleux dans 
le passage rapide de I’honneur k I’opprobre, de I’lnnocence au crime, du 
doux repos au desespoir, en un mot, dans I’exces du malheur attir 6 par 
une foiblesse ^ 

In criticising Banks’s Earl of Essex Lessing makes some remarks on 
style m tragedy (lix, i) which have a bearing on the ‘burgerhches 
Trauerspiel’ In Banks’s play he found a strange combination of 
rhetoric and everyday speech, and as will be remembered, he defends 
his own reprehensible manner of translating it into realistic prose.® 
In support of this he calls to his aid Diderot ( 17 ) who in the second 
of the Entretiens sur le Eds naturel had condemned the conventional 
language so commonly used in tragedy 

[Dorval] se promenant i pas compt4s sur la scene, et battant nos oreilles 
de ce qu’Horace appelle Ampullas, et sesqmpedaha verba, (De Arte poetica, 
V 97 ) ‘des sentences, des bouteilles souffl4es, des mots longs d’un pied et 
derm’ 

Nous n’avons nen 4pargn4 pour corrompre le genre dramatique Nous 
avons conserve des anciens I’emphase de la versification qm convenait tant 

* Poetiquefranimse,ed ett 11, p 147 ff « See above, pp 374 f 
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k des langucs k quantity forte et ^ accent marqud, k des th^^tres spacieux, 
k une declamation notee et accompagnee d’instrumcnts , et nous avons 
abandonne la sunphcite de I’lntrigue et du dialogue, et la vente des 
tableaux ^ 

Lessing maintains emphatically (28) that in this matter we should 
not allow ourselves to be gmded by the practice of the ancients, 
which was conditioned by the fact that the people spoke in public 
places surrounded by a cunous crowd, they were obliged to choose 
and measure their words The moderns have dispensed with the 
chorus the action takes place within four walls, thus the whole 
manner of tragedy must change It is not difficult to read into this 
argument a plea for the ‘burgerhches Trauerspicl’ 

* CEumes computes, ed cit vu, p I2i (Lessing’s translation, frf cit i, pp 247 f) 



CHAPTER XIV 


CHARACTERS IN DRAMA 

CHARACTERS IN TRAGEDY AND COMEDY 

A significant contrast is drawn in St H (124 ff ) between comedy and 
tragedy in respect of the relative importance of character and situa- 
tion ‘ in der Komodie [sind] die Charaktere das Hauptwerk, die 
Situationen aber nur die Mittcl jene sich aussern zu lassen 
Umgekehrt 1st es in der Tragodie, wo die Charaktere weniger wesent- 
lich sind, und Schrecken und Mideid vornehmlich aus der Situation 
entspringt ’ Sirmlar situations, Lessing concludes, will thus produce 
similar tragedies, but not similar comedies , whereas similar characters 
are likely to produce comedies (but not tragedies) which resemble 
each other ^ This argument might well have l'*d directly to a dis- 
cussion of types of character m drama, but it is not until a later 
section of the Dramaturgie (lxxxvii-lxxxviii) that Lessing turns to 
this question, and considers how far a discrimination may be made 
between the types which are suitable for tragedy and for comedy 
His analysis is based on a discussion of Diderot’s practice in his FxU 
naturel and of the views which he expresses in the third Entretien on 
that play Diderot (lxxxvii-viii, 33) had said 

Le genre comique est des especes, et le genre tragique est dcs individus 
Je m’expliquc Le h6ros d’une tragedie est tel ou tel homme c’est ou 
R^gulus, ou Brutus, ou Caton , et cc n’cst point un autre Le principal 
pcrsonnage d’unc comedic doit au contraire representer un grand noinbrc 
d’hommes Si, par hasard, on lui donnait une physionomie si particuli^re, 
qu’il n’y eut dans la society qu’un seul individu qui lui ressemblat, la 
comddie retournerait i son enfance, et degenererait en satire Dans 
le genre s^rieux, les caract^res seront souvent aussi gdndraux que dans le 
genre coimque, mais ils seront toujours moms individuels que dans le 
genre tragique ® 

' Petersen [ed cit p 226) refers to Lessing’s correspondence with Mendelssohn 
(cp letter of December 18, 1756), when Lessmg had insisted that in tragedy, by 
contrast with the epic, the misfortunes of the hero must be a consequence of his 
character [Schnftm, xvii, p 87, Petsch, 0^ at p 8g) 

* Troisilme Entretien sur le Fih naturel, (Euvres computes, ed cit vn, pp 1 38 ff , 
the last sentence is quoted by Leasing later in the same section (272) 
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Diderot’s statement, however, Lessing says (lxxxix, i), is put 
forward without any proof Can it be that he beheves that the his* 
toncal characters who appear in tragedy are identical with these 
characters as history depicts them^ This would be in flagrant con- 
fradiction of what Aristotle says in his ninth chapter, and Lessing 
quotes an extract (ai) in a translation which he claims as his own 
(53) ^ Aristotle, he sums up (59), makes no difference, in respect of 
their umversal nature, between the characters of tragedy and those 
of comedy 3 in this ‘ generalisation’ alone lies the reason why poetry is 
more philosophic, and in consequence more instructive, than history 
If, as Diderot says, a ‘ particular’ character in comedy would throw the 
genre back into its infancy, this is surely equally true of tragedy 

The interpreters of Aristotle have moreover failed to understand 
(83) what the cntic means when he says that by the names attached 
to his characters the poet aims at generalising them Here Lessing 
quotes the translations of both Dacier and Curtius ^ The notes which 
both translators append to the passage — and Curtius practically 
repeats what Dacier says — give further proof of this misunderstanding 
Curtius says {ed cit pp 1 50 f ) 

Man mochte einwerfen, dass die Dichter, eben sowohl, als die Geschicht- 
schreiber, nur besondere Begebenheiten beschrieben, well Oedipus, 
Ulysses, Phormio etc nur besondere Personen sind Allein schon oben 
1st gezeiget, dass in den epischen und dramatischen Gedichten nicht eigent- 
lich Personen, sondern Handlungen, und in den Handlungcn Gharaktere 
vorgcstellet werden Die Reden und Handlungen mussen vollkommen mit 
dem Gharakter ubereinstimmen, und folglich alien Personen von gleichem 
Charakter zukommen Dieses ist das Allgemeine, welches Aristoteles 
versteht So, wie Achilles bey dem Homer spricht, wurde ein Conde, 
ein zwolfter Karl, unter gleichen Umstanden gleichfalls geredet haben, 
und wozu sich ein Leonidas entschliesst, das wurde auch eines Decius, 
F abricius oder Catons Entschluss gewesen seyn Man muss daher den 
Gharakter von der Person unterscheiden, oder vielmehr, man muss die 
Begebenheiten, die jemand, zu Folge seines Gharakters, treffen, von den 
Begegnissen unterscheiden, die bloss Wirkungen dcs Zufalles smd Jene 
gehoren zu dem Allgemeinen, und konnen in der Dichtkunst Statt finden, 
diese zu dem Besondern, und gehoren fur die Histone Dass Alcibiades 
sich den Hass des Volkes zuzog, dass er wider sein undankbares Vaterland 
fochte, hemach aber sich wieder auf desselben Seite schlug, dieses waren 

* It IS, however, interesting to compare Gurtius’s version, ed cit pp 19 f See 
above, pp 385 f (and note to p 386) 

* Cp Dacier, cit p 132, Curtius, ed at p ig 
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Folgen seines Charakters, und jedermann von semem Charakter und 
Umstanden wurde ein gleiches gethan und gelittcn haben Cass abcr die 
Niederwcifung der Saulen des Merkura ihn verjagtCj und andere dergleichen 
Umstande, sind personliche Zufalle Jenes war etwas allgemeines, dieses 
gehoret unter das Besondere 

Both Curtius and Dacier miss the fact that, according to Aristotle, 
the giving of names to characters — not the lack of these names — 
emphasises the general or umversal in them Nor do they, of course, 
attempt to explain how this generahsation is effected Both, Lessing 
points out (xc, 17), make Aristotle merely assert that the comic poets 
did not wnte like the iambic — that is, the satiric — poets, ^ that they 
did not keep to the particular, but aimed at creating universal 
characters, to whom they gave any names they pleased (‘ willkuhrliche 
Namen’, ‘tels noms qu’il leur plait’) But where is Aristotle’s outo)^® 
His meaning must be that the comic poets aimed in this wise (z e by 
giving them arbitrarily chosen names) at endowing their characters 
with a universal significance Lessing’s conclusion is thus that Aris- 
totle IS right and Diderot wrong (xci, 131) ‘Die Charaktere der 
Tragodie mussen eben so allgemein seyn, als die Charaktere der 
Komodie ’ 

He now turns (xcii, i) to another ‘no less excellent critic who 
has thrown most light on this matter’ — Richard Hurd, whose edition 
of Horace’s Eputola ad Pisones et Augusium Lessing had before him ® 
Hurd, like Diderot, appears to contradict Aristotle, and yet he does 
not actually do so * Sections xen to xcv are largely taken up with 

^ Dacier in his note to this passage (ed ett p 141) had explained ‘Le Grec dit, 
et ne font pas, comme Us faiseurs dhambes, c’est-i-dire, (comme je I’ay explique), 
cortum Us Poeies safyriques. Gar le vers lambe etoit consacre ^ la m6disance et k la 
satyre ’ Cp xviii, 55 and see above, p 315 

* Concerning the practice of the comedy writers of giving their characters names 
which indicate their characters Lessing quotes (xc, 46) the commentary on Terence 
of iElius Donatufl See also above, p 315 

^ Richard Hurd, Q Horatn Flacci Epislolaad Pisones et Augustum, with an English 
Commentaiy and Notes, to which are added Critical Dissertations, 3 vols London, 1 749 
Lessing used the third edition published at Cambridge in 2 vols in 1757 Hurd 
was born in 1720 and died m 1808 

* J J Eschenburg took the hint thrown out by Lessing that this vvork should be 
translated, and in 1772 published Horazens Episteln an die Pisonen md an den 
Augustus, mit Kornmenlar md Anmerkungen nebst eimgen h-itischen Abhandlungen Aus 
dem Engbschen ubersetzt und mit eigencn Anmerkungen begleitet, Leipzig, 1772 
As Cosack notes (op ciU p 413) he took over verbatim the passages translated by 
Lessing, as well as Lessing’s Jong note (xcm, 47) 
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extracts in German translation from the Dissertation concerning the 
Provinces of the several Species of the Drama in this work I give the 
passages in the original text (3rd ed Cambridge, 1 757, 1, pp 262 ff ) 

[xcil, 35 ff] The same gemus in the two dramas is observable, in then- 
draught of characters Comedy makes all its Characters general. Tragedy, 
particular The Avare of Moliere is not so properly the picture of a covetous 
man, as of covetousness itself Racine’s Nero,'‘- on the other hand, is not a 
picture of cruelty, but of a cruel man 

Yet here it will be proper to guard against two mistakes, which the 
principles now delivered may be thought to countenance 

The first is with regard to tragic characters, which I say are particular 
My meamng is, they are more particular than those of comedy That is, 
the end of tragedy does not reqmre or permit the poet to draw together so 
many of those characteristic circumstances which shew the manners, as 
Comedy For in the former of these dramas, no more of character is shewn, 
than what the course of the action necessarily calls forth Whereas, all or 
most of the features, by which it is usually distinguished, are sought out 
and industriously displayed in the latter 

The case is much the same as in portrait painting, where, if a great master 
be required to draw a particular face, he gives the very lineaments he finds 
in It, yet so far resembling to what he observes of the same turn in other 
faces, as not to affect any minute circumstance of peculiarity But if the 
same artist were to design a head in general, he would assemble together 
all the customary traits and features, any where observable through the 
species, which should best express the idea, whatever it was, he had 
conceived in his own mind and wanted to exhibit in the picture 

There is much the same difference between the two sorts of dramatic 
portraits Whence it appears that in calling the tragic character particular, 
I suppose It 13 only less representative of the kind than the comic , not that the 
draught of so much character as it is concerned to represent should not 
be general the contrary of which I have asserted and explained at large 
elsewhere {Notes on the A P ver 317] ^ 

Next, I have said, the characters of just comedy are general And this 
I explain by the instance of the Avare of Moliere, which conforms more to 
the idea of avarice, than to that of the real avaricious man But here again, 
the reader will not understand me, as saying this in the strict sense of the 
words I even think Moliere faulty in the instance given, though, with 
some necessary explanation, it may well enough serve to express my 
meamng 

The view of the comic scene being to delineate characters, this end, I 
suppose, will be attained most perfectly, by making those characters as 
universal as possible For thus the person shewn in the drama being the 
representative of all characters of the same kind, furmshes in the highest 

t In Britannicus • See below, pp 405 ff 
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degree the entertainment of humour But then this univcreality must be 
such as agrees not to our idea of the possible effects of the character as 
conceived in the abstract, but to the aebud exertion of its powers which 
experience justifies, and common life allows Moliere, and before him 
Plautus, had offended in this, that for a picture of the avantious man, they 
presented us with a fantastic unpleasing draught of the passion of avarue 
I call this a fantastic draught, because it hath no archetype in nature And 
it IS, farther, an unpleasing one, for being the delineation of a simple passion 
unmixed, it wanted all those 

— Lights and shades, whose well accorded strife 
Gives all the strength and colour of our life 

These lights and shades (as the poet finely calls the intermixture of many 
passions which, with the leading or principal one, form the human character) 
must be blended together in every picture of dramatic manners, because 
the avowed business of the drama is to image real hfe Yet the draught of 
the leading passion must be as general as this strife in nature permits, in 
order to express the intended character more perfectly 

[St xem] All which again is easily illustrated in the instance of painting 
In portraits of character, as we may well call those that give a picture of the 
manners, the artist, if he be of real ability, will not go to work on the 
possibility of an abstract idea All he intends, is to shew that some one 
quality predominates and this he images strongly, and by such signatures 
as are most conspicuous in the operation of the leading passion And when 
he hath done this, we may, in common speech or in compliment, if we 
please, to his art, say of such a portrait that it images to us not the man 
but the passion , just as the antients observed of the famous statue of Apollo- 
dorus by Silarion, that it expressed not the angry Apollodorus, but his passion 
of anger (Note Aon hominem ex ere fecit, sed iracundiam Plin xxxiv 8) But 
by this must be understood only that he has well expressed the leading parts 
of the designed character For the rest he treats his subject as he would any 
other, that is, he represents the concomitant affections, or considers merely 
that general symmetry and proportion which are expected in a human 
figure And this is to copy nature which affords no specimen of a man 
turned all into a single passion No metamorphosis could be more strange 
or incredible Yet portraits of this vicious taste are the admiraaon of 
common starers, who, if they find a picture of a miser for instance (as there 
is no commoner subject of moral portraits) in a collection, where every 
muscle IS strained, and feature hardened into the expression of this idea, 
never fail to profess their wonder and approbation of it — On this idea of 
excellence, Le Brun’s book of the Passions* must be said to contain a set 
of the justest moral portraits And the Characters of Theophrastus might 
be recommended, in a dramatic view, as preferable to those of Terence 

* Charles Le Brun, Conferences sur I'expTession des diffirents caractlres des passions. 
Pans, 1667 (This work had appeared in an English translation by J Williams, 
London, 1734) 
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The virtuosi in the 6ne arts would certainly laugh at the former of these 
judgments But the latter, I suspect, wdl not be thought so extraordinary 
At least if one may guess from the practice of some of our best comic 
writers, and the success which such plays have commonly met with It 
were easy to instance in almost all plays of character But if the reader 
would see the extravagance of building dramatic manners on abstract ideas, 
in Its full light, he needs only turn to B Johnson’s Eveiy maji out of his 
humour,^ which under the name of a play of character is in fact, an unnatural, 
and, as the painters call it, hard delineation of a group of simply existing 
passions, wholly chimerical, and unlike to any thing we observe in the 
commerce of real hfe Yet this comedy has always had its admirers And 
Randolph in particular, was so taken with the design, that he seems to have 
formed his muse's looking-glass in express mutation of it ® 

Shakespeare, we may observe, is in this as in all the other more essential 
beauties of the drama, a perfect model If the discermng reader peruse 
attentively his comedies with this view he will find his best-marked characters 
discoursing through a great deal of their parts, just like any other, and only 
expressing their essential and leading qualities occasionally, and as circum- 
stances concur to give an easy exposition to them This singular excellence 
of his comedy, was the effect of his copying faithfully after nature, and of 
the force and vivacity of his genius which made him attenbve to what the 
progress of the scene successively presented to him whilst imitation and 
inferior talents occasion little writers to wind themselves up into the habit 
of attending perpetually to their main view, and a solicitude to keep their 
favourite characters m constant play and agitation Tho’ in this illiberal 
exercise of their wit, they may be said to use the persons of their drama as a 
certain facetious sort do their acquaintance, whom they urge and teize with 
their civilities, not to give them a reasonable share in the conversation, but 
to force them to play tricks for the diversion of the company 

In St XGiv and xcv Lessing translates (xciv, 8 ff ) Hurd’s comment 
on 11 3 1 7 f of the Ars poetica 

Respicere exemplar vitae morumque jubebo 
Doctum imitatorem, et vivas hinc ducere voces “ 

The English text is as follows {ed cit 1, pp 220 ff) 

Truth, in poetry, means such an expression, as conforms to the general 
nature of things, falshood, that, which however suitable to the particular 
instance in view, doth yet not correspond to such general nature To attain 

* On Lessing’s long note on Ben Jonson (xcin, 47) see above, pp 254 f 

* Thomas Randolph, The Muse's Looking-Glasse, Oxford, 1638 

* ‘I shall bid thee regard the example of life and manners, that thou mayst be 
a skilful imitator and deduce living words from them ’ Hurd reads ‘veras ' m his 
text and note (ed of 1757, 1, pp 23, 220), and Lessing quotes the line in this form 
(xcii, lOl) 
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to this truVi of expression in dramatic poetry two thmgs are prescribed 
1 A diligent study of the Socrauc philosophy, and 2 A masterly knowledge 
and comprehension of human life The first, because it is the peculiar 
distinction of this school ad verttaUm vite propius accedere [Gic de Or i 51] 
And the latter, as rendering the imitation more universally strikmg This 
will be understood by reflecting that truth may be followed too closely m 
works of imitation, as is evident in two respects For, i. the artist, when 
he would give a Copy of nature, may confine himself too scrupulously 
to the exhibition of particulars, and so fail of representing the general idea 
of the kind Or, a in applying himself to give the general idea, he may 
collect It from an enlarged view of real life, whereas it were still better taken 
from the nobler conception of it as subsisting only in the mind This last is 
the kind of censure we pass upon the Flemish school of painting, which 
takes Its model from real nature, and not, as the Italian, from the con- 
templative idea of beauty (Note In conformity with the Antique Nec 
enim Phidias, cum fiaceret Joins formam ant Minerva, contemplabatur aliquem e 
quo simititudinem duceret sed ipstus in menie tncidebat species pulchritudims 
eximia quaedam, quam intuens in eague defixus ad illius similitudinem artem et 
manum dmgebat [Cic Oral 2]) The former corresponds to that other fault 
objected also to the Flemish masters, which consists in their copying from 
particular odd and grotesque nature m contra-distmction to general and 
graceful nature 

We see then that in deviating from particular and partial, the poet more 
faithfully imitates universal, truth And thus an answer occurs to that 
refined argument, which Plato invented and urged, with much seeming 
complacency, against poetry It is, that poetical imitation is at a great distance 
from truth ‘Poetical expression, says the Philosopher, is the copy of the 
poet’s own conceptions, the poet’s conception, of things, and thmgs, of 
the standing archetype, as existing in the divine mind Thus the poet’s 
expression, is a copy at third hand, from the primary, original truth ’ 
(Plat De rep Lx) Now the diligent study of this rule of the poet obviates 
this reasoning at once For, by abstracting from existences all that peculiarly 
respects and discriminates the individual, the poet’s conception, as it were 
neglecting the intermediate particular objects, catches, as far as may be, and 
reflects the divine archetypal idea, and so becomes itself the copy or image 
of truth Hence too we are taught the force of that unusual encomium on 
poetry by the great critic, that it is something more severe and philosophical than 
history, ^ihoao^direpov zeal cnTovSatoTepov iroiTjtjis Itrroplas earlv The reason 
follows, which is now very intelligible, y p.iv yap TToi'ytjtj pdhhov to. ko.BoXov,'^ 
Tj 8’ taropia to. koO’ cKoarov Xeyei [irep ironjT k d ] And this will further 
explain an essential difference, as we are told, between the two great 
rivals of the Greek stage Sophocles, in return to such as objected a 
want of truth in his characters, used to plead, that he drew men such as they 
ought to be, Eunpides such as they were ZoipoK\-^s ailroy p,ev oEbvj Set rroielv, 

^ Lessing returns to this point in St xcv (125) See below, p 409 
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EipirrlSrjs 8« otoi fieri [rrfp hoiijt k «£.] The meaning of which is, 
Sophocles, from hia more extended commer[c]e with mankind, had enlarged 
and widened the narrow, partial conception, ansmg from the contempla- 
tion of particular characters, into a complete comprehension of the kind 
Whereas the philosophic Euripides, having been mostly conversant in the 
academy, when he came to look into life, keeping his eye too intent on 
single, really existing personages, sunk the kind in the individual, and so 
painted his characters naturally indeed, and truly, with regard to the objects 
in view, but sometimes without that general and umversally striking like- 
ness, which IS demanded to the full exhibition of poetic truth 

But here an objection meets us, which must not be overlooked It will 
be said, ‘that philosophic speculations are more likely to render men’s 
views abstract and general than to confine them to individuals This latter is 
a fault arising from the small number of objects men happen to contemplate 
and may be removed not only by taking a view of many particulars, which 
IS knowledge of the world, but also by reflecting on the general nature of 
men, as it appears in good books of morality For the writers of such books 
form their general notion of human nature from an extensive experience 
(either their own, or that of others) without which their writings are of no 
value ’ The answer, I think, is this By reflecting on the general nature of man 
the philosopher learns, what is the tenor of action arising from the pre- 
dominancy of certain qualities or properties i e in general, what that 
conduct is, which the imputed character requires But to perceive clearly 
and certainly, how far, and with what degree of strength this or that 
character will, on particular occasions, most probably shew itself, this is 
the fruit only of a knowledge of the world Instances of a want of this 
knowledge cannot be supposed frequent in such a writer, as Eunpides , nor, 
when they occur, so glaring as to strike a common reader They are mcetics, 
which can only be discerned by the true critic, and even to him, at this 
distance of time, from an ignorance of the Greek manners, that may 
possibly appear a fault, which is a real beauty It would therefore be 
dangerous to think of pointing out the places, which Aristotle might believe 
liable to this censure in Eunpides I will however presume to mention one, 
which, if not justly criticized, will, at least, serve to illustrate my meaning 
[St xcv] The story of his Electra is well known The poet had to paint, 
in the character of this princess, a virtuous, but fierce, resentful woman, 
stung by a sense of personal ill treatment, and instigated to the revenge of 
a father’s death, oy still stronger motives A disposition of this warm 
temperament, it might be concluded by the philosopher m his closet, 
would be prompt to shew itself Electra, would, on any proper occasion, be 
ready to avow her resentment, as well as to forward the execution of her 
purpose But to what lengths would this resentment go^ i e what degree of 
fierceness might Electra express, without affording occasion to a person 
widely skilled in mankind, and the operation of the passions, to say, ‘ this 
is improbable^’ Here abstract theories will be of little service Even a 
moderate acquaintance with real life will be unable to direct us Many 
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individuals may have fallen under observation, that will justify the poet in 
carrying the expression of such a resentment to any extreme History would, 
perhaps, furnish examples, m which a virtuous resentment hath been 
carried even farther than is here repr^cnted by the poet What way then 
of determimng the precise bounds and hmits of it? Only by observing in 
numerous instances, i e from a large extensive knowledge of practical life, 
how far it usually, in such characters, and under such circumstances, 
prevails Hence a difference of representation will arise in proportion to 
the extent of that knowledge Let us now see, how the character before us, 
hath, in fact, been managed by Euripides 

In that fine scene, which passes between Electra and Orestes, whom as 
yet she suspects not to be her brother, the conversation very naturally 
turns upon Electra’s distresses, and the author of them, Clytamnestra, as 
well as on her hopes of deliverance from them by means of Orestes The 
dialogue upon this proceeds 

Or What then of Orestes, were he to return to this Argos? 

El Ah' wherefore that question, when there is no prospect of his 
return at all? 

Or But supposing he should return, how would he go about to revenge 
the death of his father? 

El In the same way, in which that father suffered from the daring 
attempts of his enemies 

Or And could you then dare to undertake with him the murder of your 
mother? 

El Yes, with that very steel, with which she murdered my father 

Or And am I at liberty to relate this to your brother, as your fixed 
resolution? 

El I desire only to live, till I have murdered my mother The Greek 
IS still stronger 

May I die, as soon as I have murdered my mother Now that this last sentence 
IS absolutely unnatural, will not be pretended There have been doubtless 
many examples, under the like circumstances, of an expression of revenge 
earned thus far Yet, I think, we can hardly help being a little shocked at 
the fierceness of this expression At least Sophocles has not thought fit to 
carry it to that extreme In him, Electra contents herself with saying to 
Orestes, on a similar occasion 

‘The conduct of this affair now rests upon you Only let me observe this 
to you, that had I been left alone, I would not have failed in one of these 
two purposes, either to deliver myself gloriously, or to perish gloriously.’? 

Whether this representation of Sophocles be not more agreeable to truth, 
as collected from wide observation, t e from human nature at large, than 

* Lessing inserts here (xcv, 55) the Greek line Bavoifsi iir)rpas alfi errunpdiaa 

’ Hurd’s quotations are from Euripides’s Electra, 11 274 ff , from that of Sophocles, 
U I3i8fr 
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that of Eunpides, the capable reader will judge. If it be, the reason I 
suppose to have been, that Sophocles pmnted his characters, such, as, from 
attending to numerous instances of the same kind, he would conclude th^ ought to be, 
Eunpides, such, as a narrower sphere of observation had persuaded him th^ were ^ 

Lessing now sums up (xcv, 86) the conclusions he wishes to draw 
from this long extract Hurd, hke Diderot (86), shows that ‘par- 
ticular’ characters belong to tragedy, ‘umversal’ only to comedy; 
but Hurd argues that this does not contradict Aristotle’s demand for 
the ‘universal’ in all poetic characters The tragic character, Hurd 
says, must admittedly be particular, or less universal than the comic , 
that IS, It must less obviously represent the ‘kind’ to which it belongs, 
at the same time, whatever the poet finds it appropriate to let us see 
of the tragic character must be envisaged in the light of the umversal, 
as Anstotle requires 

An apparent inconsistency between Diderot’s view and those of 
Hurd and Aristotle is explained by the fact that they use the expression 
‘ allgcmein ’ — ‘ general ’ or ‘ umversal ’ — in two different senses Where 
Diderot and Hurd refuse its application to tragic characters, they are 
not thinking of ‘ umversal ’ as Hurd uses it when he is applying it to 
such characters In the first case it means a composite or ‘overladen’ 
character combining the elements of many individuals, the personified 
idea of a character rather than a characterised person, in the second 
sense it means no more than that the character strikes a certain 
average of the features observable in many individuals it is an 
‘ordinary’ character, not in the sense that the character is per se 
ordinary, but that the degree and proportion in which the person is 
characterised is ordinary ^ 

Lessing approves (xcv, 125) Hurd’s interpretation of Anstotle’s 
KadoXov as ‘general’ in the second sense But if Aristotle demands 
this kind of umversality in both tragic and comic characters, how 
can they at the same time be overladen and ordinary^ Even if they 
are not as overladen as are Ben Jonson’s characters, would they not 
still be more extraordinary than is consistent with Anstotle’s demand 
for umversality^ With this point of interrogation Lessing breaks off 

1 In St xoiv (loa, note) Lessing expresses his preference for Hurd’s interpretation 
of Aristotle’s statement that Sophocles depicted men as they should be, while 
Euripides drew them as they were, as compared with Dacier’s explanation of the 
same passage (Gp Hurd, cit i, p 222, and Poetique d’Arislole, ed cit pp 457 f) 

* The passage from Hurd to which Lessing refers in his note (xcv, 102) is to be 
found ed at 1, pp 222 f 
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what he offers, he says apologetically (141), is not logical conclusions 
but only ‘fermenta cognitioms’ ^ 

The whole argument is obviously one that has little interest for us 
to-day, no one would now seriously discnminate between tragedy 
and comedy m respect of the kind of character which may be intro- 
duced At most we may say that Aristotle’s distinction is clear and 
comprehensible enough, while the attempts of Diderot and Hurd 
(and we might add, of Lessing himself) to justify the Greek writer 
are rendered futile and nugatory by the disappearance of the dis- 
tinction between tragedy and comedy in this respect 

Lessing had dealt more specifically with the characters of comedy 
in the sections immediately preceding those which have just been 
discussed He recalls (lxxxvi, i) Diderot’s assertion concermng 
comic characters in the third Entretien sur le Fils naturel 

[Moi ] II n’y a, dans la nature humaine, qu’une douzaine, tout au 
plus, de caractires vraiment conuques et marques de grands traits 

[Dorval ] Je le pense 

[Moi ] Les petifes diffifrences qui se remarquent dans Ics caractferes des 
homines, ne peuvent etre maruees aussi heureuseinent que les caracteres 
tranches 

[Dorval ] Je le pense Mais savez-vous ce qui s’ensuit de la^ Que 
ce ne sont plus, k proprement parler, les caract^;res qu’il faut mettre sur la 
scfene, mais les conditions Jusqu’i pr&ent, dans la com6die, le caractire 
a ^tc I’objet principal, et la condition n’a 6te que I’accessoire, il faut que la 
condition devienne aujourd’hui I’objet principal, et que le caractere ne 
soit que I’accessoire G’est du caractere qu’on tirait toute I’lntrigue On 
cherchait en general les circonstances qui le faisaient sortir, et Ton en- 
chainait ces circonstances C’est la condition, ses devoirs, scs avantages, 
ses embarras, qui doivent servir de base a I’ouvrage 11 me semble que 
cette source est plus Kconde, plus 6tendue et plus utile que celle des 
caractferes “ 

To this Palissot had replied (23) in his PehCes lettres sur de grands 
Philosophes (11, Le Fils naturel) 

Non, Madame, non Les caracteres ne sont point aussi ^puisds qu’il le 
dit Ecoutez parler Mohere hu-meme dans une de ses Comedies Voici 
comme il r6pond a quelqu’un qui pensait, comme M Diderot, que les 
sources du comique allaient lui manquer Remarquez combien ce grand 
homme 6tait loin de deviner les Comedies de condition [Palissot then 


' See above, p 130, note i 

' CEumes computes, ed cit vii, pp 149 f , Lessing’s translation, 1, pp 321 f 
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quotes in his text the passage from U Impromptu de Versailles which Lessing 
reproduces in his note ] Je croirais en trouver encore un [sujet de 
Gom6die] dans ce vers du Mlchant 

Des prot6g& si has, des protecteurs si b£tes 

L’homme ddplaci, I’homme fin, dont la finesse ^choue toujours contre 
la naivete d’un homme simple, le faux Philosophe, I’homme singuher, 
manqud par Destouches, le TartufTe de socidte, comme on a fait celui 
de religion voili, ce me semble, des sujets qui n’attendent que des 
hommes, et qui valent bien le Frere, la Saur, VEpoux etc ^ 

Even, Palissot says (46), if there are so few comic characters, would 
the factors of rank or profession ease the situation'^ He argues against 
Diderot’s whole theory of ‘conditions’ 

Une idee qui est entierement de 1’ Auteur, mais qui est bien aussi la chose 
la plus singuliere que I’on ait dite, c’est ce qu’il appelle des Comedies de 
Condition Jusqu’k prdsent on a fait, dit-il, des pieces de caractires, et les 
caractferes sent epuis6s Nous avons des financiers dans nos Comedies, 
mais le financier n’est pas fait En viritd je ne sais plus de quel 
nom appeller ce ddlire d’lmagination Si je choisis un de ces sujets, le 
Magistral, par exemple, il faudra bien que je lui donne un caractire il 
sera tnsle ou gai, grave ou frivole, affable ou brusque, et ce sera ce caractire 
qui en fera un personnage r6el, qm le Urera de la classe des abstractions 
m6taphysiques Voili done le caractere qui redevient la base de I’lntrigue 
et de la morale de la piece, et la condition qui n’est plus que I’accessoire * 

A man’s position in life or society is thus only an accidental factor 
Diderot might answer that only a certain type of character is con- 
sistent with a certain profession a judge, for instance, must necessarily 
be serious and suave But here (88) he approaches the rock of the 
‘perfect’ character Mendelssohn had discussed the question of the 
perfect character, not merely in the passage which occurs in his 
criticism of Codrus and which has already been quoted,^ but also in 
an article m the Litteratur brief e. No Ixvi, of November 8, 1 759 * The 

* FtUdtre et CEuvres diiierses, London and Pans, 1763, 11, pp 153 ff This edition 
had been noticed in the Bibliothek der schonen Wvsenschaften, x (1) , 1 763, pp 180 ff. 
Charles Pahssot de Montenoy (1730-1814) was involved in a bitter feud with 
Diderot and the Encyclopaedists, against whom the Petites lettres were directed 
The passage quoted from Molifire’s In^omptu de Versailles (50) is from sc iv, not 111 
Le Michant is a comedy by Cresset, and the line quoted is from Act ii, sc ill , L’homme 
singuher is a comedy by Destouches 

* Thi&tre et (Euvres diverses, ed at 11, pp 15 1 f 

® See above, pp 146 f 

* Gesammelle Schnften, ed at iv, i, pp 579 ff 
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ancients, he said here, do not scruple to hold up perfect characters to 
mortals for imitation (p. 581) 

Aber sie batten mehr als stoisch gesinnt seyn mussen, wcnn sic ihren 
vollkommenen Weiscn fur alles in allem, und sogar fur die geschickteste 
dramatische Person gehalten batten Ich weiss kein einziges dramatisclies 
Stuck von den Alten, in welchem voUkommen tugendhafte Personen vor- 
kommen sollten 

Lessing rightly thinks that Diderot has not sufficiently avoided the 
difficulty (97), and instances an observation made by him on the 
characters of Demea and Micio in Terence’s Adelpki If the characters, 
Lessing argues, must always be completely suited to the rank or 
profession of the person, where would comedy be^ 


CONSISTENCY AND PURPOSE IN CHARACTER 

In connexion with Favart’s Soliman II, Lessing considers the qualities 
of character-drawing which may be expected from the poet of gemus 
(xxxiv, 43), and selects two essentials ‘Ubcreinstimmung’, con- 
sistency, and ‘Absicht’, purpose The former of these requires that 
the personages of a drama should be presented with umformity and 
harmony , they may express themselves with greater or less emphasis 
as circumstances may dictate, but such expression should never be 
of a kind that will turn black into white ^ And in an earlier passage, 
where he is discussing Corneille’s attitude to history in his Comte 
d' Essex (xxxii, 40),“ he insists that it is not enough for the poet to 
base his characters merely on the testimony of history, he must 
endeavour to present the occurrences which set them in action as a 
natural chain of cause and effect, and so to colour and regulate the 
emotions of the characters that they appear to arise in the most 
natural way and take their natural course A person in a drama must 
not act or speak in a way which would leave the impression on the 
ordinary intelligence that a man of his character would be unlikely 
to behave thus, in other words, he must not fall out of his role If the 
poet achieves this end he cannot altogether fail And still more 
emphatically Lessing insists in his criticism of Mirope fxLVi, 6r) 

* It had been the criticism (xxxiv, 136) of the Journal cncyclopidtque that this 
'Wahrscheinlichkeit’ was lacking in the characters of Soliman II See above, pp 
23b f * See below, pp 440 f 
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‘Die strengste Regelmassigkeit kann den Ideinsten Fehler in den 
Charakteren nicht aufwiegen ’ 

This demand had also been emphasised by Lessing’s predecessors 
Johann Ehas Schlegel, for instance, had said in his GedaTiken zar 
Aufmhme des danischen Theaters 

Sowohl in der Wahl, Verschiedenheit und Feimgkeit, als auch der 
genauen Bestimmung der Charaktcre, zeiget sich besonders die Grosse des 
Meisters Je grosser der Meister 1st, desto mehr wird man den Gharakter 
der Person, die er vorstellt, fast aus jedem Worte erkennen In ihren 
Leidenschaften, in ihren Entschlussen, in ihren vernunftigsten Reden, und 
so gar m ihren Complimenten wird sie ihre schwache Seite vcrrathen 
So bald ein Poet sich bemuht, seine Gharaktere vom Anfange bis zu Ende 
wohl auszudrucken, so wird auch sein Ausdruck schon seyn. Und der 
geringste Fehler im Ausdrucke wird auch ein Fehler im Gharakter seyn * 

But Shaftesbury had already formulated this requirement In dis- 
cussing dialogue, in his Advice to an Author (1710) he wrote 

Nor IS It enough that the persons introduced speak pertinent and good 
sense at every turn It must be seen from what bottom they speak, from 
what principle, what stock or fund of knowledge they drew, and what 
kind or species of understanding they possess For the understanding here 
must have its mark, its characteristic note, by which it may be distinguished 
It must be such and such an understanding, as when we say, for instance, 
such or such a face, since Nature has characterised tempers and minds as 
peculiarly as faces And for an artist who draws naturally, ’us not enough 
to show us merely faces which may be called men’s every face must be a 
certain man’s Now as a painter who draws battles or other actions of 
Christians, Turks, Indians, or any distinct and peculiar people, must of 
necessity draw the several figures of his piece in their proper and real pro- 
portions, gestures, habits, arms, at least with as fair resemblance as possible, 
so m the same manner that writer, whoever he be, among us moderns, who 
shall venture to bring his fellow-moderns into dialogue, must introduce 
them in their proper manners, genius, behaviour and humour ““ 

Elsewhere in the Dramaturgic, in different connexions, Lessing 
emphasises the need for naturalness in character-drawing His dis- 
cussion of Clonnde’s sudden conversion to Christianity in Cronegk’s 
Ohnt und Sophroma (ii, i) leads him to insist that all that appertains 
to a dramatic character must anse from the most natural causes 
Miracles may be tolerated in the physical world, but in the moral 


^ IVffrkf, ed cii iji, pp 288 ff 

® Characteristics, ed J M Robertson, London, igoo, i, pp 132 f 
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world everything must take its proper course ^ The motive of every 
decision (9) , of every change of thought or opimon, must be minutely 
weighed m the light of the character of the personage, and such 
motives must never lead to consequences for which they cannot in 
the strictest truth be held responsible So, too, Diderot had said 

II arrive quelquefoia a I’ordre naturel des choses, d’enchainer des 
incidents extraordinaires C’est le memc ordre qui distingue le merved- 
leux du imraculcux Les cas rates sont merveilleux, les cas naturellement 
impossibles sont miraculeux I’art dramabque rejette les miracles * 

It IS the function of the theatre, Lessing affirms (ii, 8), to be the school 
of the moral world ® 

The test of consistency in character-drawing must be, of course, 
what the characters say But dramatists may put into the mouths of 
their tragic characters maxims or moral sentiments which are too often 
the ‘ langweihgen Ausbeugungen eines verlegenen Dichters ’ (n, 96).* 
These sentiments must in any case correspond (123) with the character 
of the speaker They need not have the stamp of absolute truth, it is 
enough if they arc poetically true Lessing sees that a certain limit 
must be set to the naturalness of dramatic characters, their poetic 
reality can only approximate to absolute truth He takes umbrage 
(108) at the line in Cronegk’s play ‘Der Himmel kann verzeihn, 
allein ein Priester nicht — which presumably the poet regarded as 
natural and consistent with the character of Ismenor — on the ground 
that, although Ismenor may be a cruel priest, all priests are not 
Ismenors (137) He objects to the utterance of such wrong sentiments 
from the stage Is it surprising, he asks (146), that there should in 
return be priests who attack the theatre as ‘die grade Heerstrasse zur 
Holle ' 

* Du Bos argues on somewhat similar lines in discussing ‘ la vraisemblance en 
Poesie' ‘ Je n’entends pas ici par impossible ce qui est au-dessus des forces 
humaines, mais cc qui paroit impossible, memt en se pretant k toutes les suppositions 
que le Poete S5auroit faire ’ (ReJUxions, ed at i, p 228) 

* (Euvres computes, ed at vii, p 329 (Lessing’s translation, ed at 11, p 293) 

® But sec also above, pp 370 If 

* Cp D’Aubignac, Pratique du Tfeafrc, iv, chap v {ed at i, p 295) ‘Premiere- 
ment, ces Maximes generalcs, ou Lieux-communs, doivcnt etre attachi^es au Sujet, 
et apphqu^es par plusieurs circonstances aux Personnages et aux affaires du 
Theatre, en sorte quM semble que celui qui parle, ait plus presens h I’espnt les 
interets du Theatre, que ces belles vcritez * 

‘ There appeared in London in 1 767 an anonymous pamphlet 0143 pp , entitled 
The Stage the High Road to Hell, which was noticed in the Montldy Remew, xxxvi (i 767), 
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The other essential of dramatic characters mentioned by Lessing 
in St XXXIV IS ‘Absicht’, or purpose As purposive action (100) 
distinguishes man from other living creatures, so to create and mutate 
with purpose distinguishes the writer of gemus from the minor verse- 
wnter In his Betrachtungen uber die Qjiellen und Verbindungen Mendels- 
sohn had said ‘Das Genie erfordert eine Vollkommenheit aller 
Seelenkrafte, und eine tJbereinstimmung derselben zu einem einzigen 
Endzwecke Lessing’s conception of ‘Absicht’ here does not, how- 
ever, correspond with the wider aesthetic conception of Mendelssohn’s 
‘Endzweck’, but solely with moral purpose, that is, the inculcation 
of love for the good and the proper, and a hatred for the bad and the 
ridiculous * 


THE HERO OF TRAGEDY 

Lessing devotes considerable space to discussion of the kind of hero 
suitable for tragedy The matter arises in St Lxxrv, in connexion with 
Weisse’s Richard III, a play which offends seriously against the Aris- 
totelian canon that the hero of tragedy must neither be a wholly 
virtuous man nor a complete villain As we have seen, this led Lessing 
to define, as a preliminary step, the meaning of eXeos and i^o^os. In 
St Lxxix he returns to Richard III and condemns in his most vigorous 
and trenchant manner the introduction into tragedy of an unmiti- 
gatedly bad character The fullest discussion of the character of the 
tragic hero, is, however, reserved for St lxxxii and lxxxiii, where 
It resolves itself into a polemic against Corneille 

Lessing recalls (lxxxii, i) Aristotle’s statement in chapter xiii of 
his Poetics that an entirely good man cannot be allowed to end 
unhappily in tragedy without any fault of his own, for this would be 
odious to us The word used is fiiapov, which Lessing translates 
‘grasslich’ and Curtius by the words ‘wurde Abscheu erwecken’ 
Corneille had translated it ‘tout a fait injuste’, adding ‘Quelques 
interpretes poussent la force de ce mot grec /xia/jov, qu’il fait servir 

p 326, xxxvii (1767), p 64 In reviewing the JVfue of J L Schlosser, who 
was a clergyman, a critic m the Deutsche Biblwthek, ii (vii), 1768, p 391 — possibly 
remembering this passage of Lessing’s — ^wrote ‘Gewiss, mcht wenig Muth wird 
dazu erfordert, einen Weg zu betreten, den die meisten Hoch- und Wohlerwurdigen 
Confratres fur die Heehstkasse zur Holle ausschrein ’ 

1 Bibliothek der schonen Wissenschaften,i {li), 1757, p 238 This essay was published 
later as Abhandlung uber die Hauplgrimdsatze der schonen Wtssenschqflen und Kunste 
The above passage IS quoted byL Goldstein, 0^ cil p 15 
* Cp also above, pp 370 ff 
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d’6pithite k cet 6v^nement, jusqu’i le rendre par celui 6 " abominable.'^ 
Leasing's criticism of Corneille’s interpretation of jiuipov savours 
somewhat of hair-sphtting Anstotle had said (35) that a misfortune 
of this kind is odious or abominable in its very nature, and con- 
sequently untragic , while Corneille argues that it is only untragic in 
so far as it may appear to us to be abominable, that it is consequently 
legitimate to introduce such a motive into tragedy if the poet is able 
to avoid giving the beholder the impression that it is abominable 

Lessing’s criticism that Corneille is merely twisting Aristotle’s 
doctrine to justify his own tragedies (32) is, however, entirely per- 
tinent Corneille says in his Dtscours de la Tragidu 

II ne veut point qu’un homme tout k fait innocent tombe dans I’ln- 
fortune, parce que, cela ^tant abominable, il excite plus d’lndignation 
centre celui qui le persecute que de piti6 pour son malheur, il ne veut pas 
non plus qu’un tt^s-mdchant y tombe, parce qu’il ne peut donner de piti^ 
par un malheur qu’il m^rite, m en laire craindre un pared k des spectateurs 
qui ne Im ressem blent pas, mais quand ces deux raisons cessent, en sorte 
qu’un homme de bien qui souffre excite plus de pitie pour lui que d’lndig- 
nation contre celui qui le fait souffrir, ou que la pumtion d’un grand crime 
peut cornger en nous quelque imperfection qm a du rapport avec lui, 
j’estime qu’il ne faut point faire de difficultd d’exposer sur la seine des 
hommes tris-vertueux ou tres-michants dans le malheur En voici deux 
ou trois maniires, que peut-itre Anstote n’a su privoir, parce qu’on n’en 
voyait pas d’exemples sur les theatres de son temps 

La premiire cst, quand un homme tres-vertueux est persecute par un 
tres-michant, et qu’il ichappe du piril ou le michant demeure enveloppd, 
comme dans Rodogune et dans Hhacliu.'i, qu’on n’auroit pu souffrir si 
Antiochus et Rodogune eussent pen dans la premiire, et Hiraclius, 
Pulchirie et Martian dans I’autre, et que Cleopatre et Phocas y eussent 
tnomphe Leur malheur y donne une pitie qui n’est point itouffie par 
1 aversion qu'on a pour ceux qui les tyrannisent, parce qu’on espire 
toujours que quelque heureuse revolution les empechera de succomber ® 

To this Lessing replies (56) that whereas Corneille pretended that 
Aristotle had forgotten this kind of plot (of which the Odyssey is an 
example), in point of fact he regarded it as more suitable for comedy 
than for tragedy The passage which he has m imnd is the following 

After this comes the construction of Plot which some rank first, one with 
a double story (like the Odyssey) and an opposite issue for the good and the 
bad personages It is ranked as first only through the weakness of the 

' Discours de la Tragidie, (Ewres, ed cit 1, pp 55 f 

* (Eums, ed cit 1, pp 63 f Cp the version in the Beytrage, 11, pp 224 f 
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audiences, the poets merely follow their public, writing as its wishes 
dictate But the pleasure here is not that of Tragedy It belongs rather to 
Comedy, where the bitterest enemies in the piece (e g , Orestes and 
Aegisthus) walk off good friends at the end, with no slaying of any one by 
any one ^ * 

Lessing then quotes {67) Corneille’s description of the second 
‘maniere’, which in the original is as follows 

II peut arriver d’ailleurs qu’un homme tres-vertueux soit persecute, et 
p^risse meme par les ordres d’un autre, qm ne soit pas assez m6chant pour 
attirer Irop d’mdignation sur lui, et qm montre plus de foiblesse que de 
crime dans la persecution qu’il lui fait Si Felix fait p^rir son gendre 
Polyeucte, ce n’cst pas par cette haine enragee contre les chretiens, qui nous 
le rendroit execrable, mais seulement par une lache timidit^, qui n’ose le 
sauver en presence de Severe, dont il craint la haine et la vengeance aprfcs 
les mepris qu’il en a fails durant son peu de fortune On prend bien 
quelque aversion pour lui, on desapprouvc sa mamere d’agir, mais cette 
aversion ne I’emporte pas sur la pitie qu’on a de Polyeucte, et n’empfiche 
pas que sa conversion miraculeuse, k la fin de la piece, ne le riconcilie 
pleinement avec I’auditoire * 

Again, Aristotle had said in the same chapter 
The second [form of plot — i e , the passing of a bad man from misery to 
happiness] is the most untragic that can be, it has no one of the requisites 
of Tragedy, it does not appeal either to the human feeling in us, or to our 
pity, or to our fears * 

Here Corneille’s comment is 

Le malheur d’un homme fort mechaiit n’excite ni pitie, ni crainte, parce 
qu’il n’est pas digne de la premiere, et que les spectateurs ne sont pas 
mechants comme lui pour concevoir I’autre k la vue de sa pumtion, mais il 
seroit i propos de mettre quelque distinction entre les crimes II en est dont 
les honnetes gens sont capables par une violence de passion, dont le 
mauvais succes peut faire effet dans Fame de I’auditeur Un honnete 
homme ne va pas voler au com d’un bois, ni faire un assassinat de sang- 
froid, mais s’ll est bien amoureux, il peut faire une supercherie k son rival, 
il peut s’emporter de colere et tuer dans un premier mouvement, et 
I’ambition le peut engager dans un crime ou dans une action blamable 
Il est peu de meres qui voulussent assassiner ou empoisonner leurs enfants 
de peur de leur rendre leur bien, comme Cleopatre dans Rodogune, mais il 
en est assez qui prennent gout k en jouir, et ne s’en dcssaisissent qu’k 
regret et le plus tard qu’il leur est possible Bien qu’elles ne soient pas 

* Chap xiii, 1453a, Bywater, ed ctl p 37 
® (Euvres, ed cit 1, p 64, cp Beytrage, 11, pp 225 f 
® Bywater, ed cil p 35 
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capables d'une action si noire et si d6natur6e que celle de cette reine de 
Syne, dies ont en dies qudque teinture du pnncipe qui I’y porta, et la vue 
de la juste pumtion qu’elle cn report leur peut faire craindrc, non pas un 
pared malheur, mais une infortune proportionn^e a ce qu’dles sont 
capableS*de commettre II en est ainsi de quelques autres cnmes qui ne 
sont pas de la portae de nos auditeurs *■ 

Lessing disposes of the fallacy of Corneille’s argument (iii) by 
recalling his proof that fear and pity in tragedy are inseparable 

Corneille would justify the introduction of wholly evd personages 
as the chief characters in tragedy, not merely as subsidiary and unim- 
portant ones Du Bos, on the other hand, in his chapter ‘Des person- 
nages de Scddrats qu’onpeut introdmre dans les Tragedies’, writes 

11 nc faut point encore que le principal intdret de la piece tombe sur les 
personnages de scderats Le personnage d’un scderat ne doit point dtre 
capable d’lntiresser par lui-memc, ainsi le spectateur ne SQauroit prendre 
part k ses aventurcs, qu’autant que ces aventures seront les incidens d’un 
^vdnement oil des personnages d’un autre caractere auront un grand 
intdret Qui fait une grande attention k la mort de Narcissc dans Bntan- 

TUCUS?^ 

To this Lessing adds that if so hide importance is attached to such 
subsidiary characters, the less they are introduced the better 

The foremost quality which Aristotle demands of the characters of 
tragedy (chap xv) is that they should be ‘good’ {xprjord) Again 
Corneille is obliged to put an ‘accommodating’ interpretation on this 
statement if his own tragedies are not to be condemned as trans- 
gressing the Aristotelian canon Lessing quotes his argument 
(lxxxiii, 3) 

Je ne puis comprendre comment on a voulu entendre par ce mot de 
bonnes, qu’il faut qu’elles soient vertueuses La plupart des poemes, tant 
anciens que modernes, demeureroient en un pUoyable etat, si Ton en 
retranchoit tout ce qui s’y rencontre de personnages mechants, ou vicieux, 
ou tach^s de quelque foiblesse qui s’accorde mal avec la vertu II faut 
done trouver une bonti compatible avec ces sortes de mceurs, et s’ll m’est 
permis de dire mes conjectures sur ce qu’Anstote nous demande par li, je 
crois que e’est le caractere bnllant et 61ev^ d’une habitude vertueuse ou 
crimmelle, selon qu’elle est propre et convenable i la personne qu’on 
mtroduit CUopatre, dans Rodogune, est tres-mechante , il n’y a point de 
pamcide qui Im fasse horreur, pourvu qu’il la puisse conserver sur un 
trone qu’elle preftre i toutes choses, tant son attachement a la domination 

^ (Euvres, ed cil i, pp 59 f , cp Bejitrage, 11, pp azo f 

® R 4 /^xnans critiques sur la Poesie et sur la Peirtiure, 6th ed Pans, 1 755, 1, p 112 
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est violent, mais tons ses crimes sont accompagn^ d’une grandeur d’ilme 
qm a quelque chose de si haut, qu’en mfime temps qu’on d^teste ses 
actions, on admire la source dont elles partent J’ose dire la mfime chose 
du Menteur II est hors de doute que c’est une habitude vicieusj que de 
mentir, mais il dibite ses mentenes avec une telle presence d’esprit et tant 
de vivacitd, que cette imperfection a bonne grace en sa personne, et fait 
confesser aux spectateurs que le talent de mentir ainsi est un vice dont les 
sots ne sont point capables ^ 

Lessing, who maintains that Aristotle’s word can only imply ‘ moral 
goodness’ (13), holds that Corneille’s interpretation will only lead 
to the negation of all truth, illusion and moral value in tragedy, with 
his own firm conviction of the moral purpose of tragic drama, he 
emphasises particularly this evil effect of Corneille’s misinterpretation 
As he admits (60), Cornedle had already been attacked on this 
vulnerable point Dacier m his anti-Cornehan criticism had seized 
upon It, though on different grounds, indeed, Lessing’s indebtedness 
to Dacier here is obvious In his note to the passage in Aristotle, 
Dacier says 

Dans tout ce Livre il n’y a rien de plus clairement exphqui que cette 
premiere condition des moeurs, gu’elles soient bonnes Dependant on s’y est 
trompe, car on a cru qu’Aristote veut qu’elles soient vertucuses M 
Corneille a solidement refute cette explication, qui condamneroit egale- 
ment tous les Poemes anciens, tant les Poemes Epiques que les Tragiques, 
oh I’on voit beaucoup de personnages vicieux, et il a fort bien vu qu’il 
falloit chercher une bonte qui fut compatible avec les moeurs moralement 
mauvaises, et avec celles qui sont moralement bonnes, mais c’est cela 
meme qu’il n’a pu trouver, I’explication qu’il donne k ces paroles d’Aristote, 
n’^tant pas meilleure que I’autre, Pour moy, dit i\,je croy que Pest le caractire 
bnllant et ilevi d’une habitude vertueuse ou cnminelle, selon qu’elle est propre et 
convenable d la personne qu’on introduit, mais outre que cette explication con- 
damneroit encore beaucoup de caract^res que les anciens Poetes ont faits, 
et qm n’ont ny cette grandeur d’ame, ny cette Elevation que M Corneille 
demande, il est certain que cette quality ne conviendroit pas toujours 
avec les deux autres, qui sont la ressemblance et la convenance Ce 
qu’Aristote dit, que les mwurs doivent etre bonnes, c’est ce qu’Horace traduit, 
notandi sunt tibi mores, commeje Pay explique, c’est-a-dire, qu’il faut que les 
rruEurs soient bien marquees, soit qu’on introduise un personnage moralement 
vicieux, ou un personnage moralement bon L’Auteur du Traits du 
Poeme Epique a admirablement trait6 toute cette matiere, on ne peut rien 
voir de plus judicieux, que tout ce qu’il en a ecrit, aussi a-t-il toujours pris 
Aristote pour gmde * 

‘ Discours du poime dramatique, (Euures, ed n/ i, pp 3 1 f , cp Beytrage, 1, pp 74 f 

“ Podtique d’Aristote, ed cit pp 245 f 
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The views df Le Bossu to which Dacier refers will be found in 
chapters iv-vi of the fourth book of his TraiU du Poime ipique (Pans, 
1675) Here the critic insists on a distinction between ‘bonte morcile’ 
and ‘ bonte poetique and considers the mark of poetic goodness to 
be that ‘les mceurs [soient] bien exprimdes’ ^ The portrait of a 
vicious man can equally well show this poetic goodness ‘Elle ne 
consiste que dans Taddresse du Poete a bien faire connoitre les 
inclinations de ceux qu’il fait parler, ct qu’il fait agir dans son Poeme ’ * 
Brumoy, in his Discours sur I’ongme de la Tragidu, mentions two inter- 
pretations of Aristotle’s statement that goodness signifies a ‘probity 
commune’ (the quality m a character which lays claim to our 
sympathy) , or — and here he observes that the passage is ambiguous — 
that Tes mceurs soient bien marquees’ (Dacier’s phrase) * Lessing’s 
German predecessor Curtius accepts the view expressed by Corneille, 
Dacier and Le Bossu that Aristotle cannot have meant moral good- 
ness, and he mentions Vossius and Calepio as upholders of a contrary 
opinion * It has already been seen that Lessing had read Calepio’s 
Paragone with sympathetic interest, and knew Bodmer’s Cntiscke Bneje, 
and he may again have been influenced by Calepio here,® but 
Batteux had put the matter cogently enough After condemning 
Corneille’s pronouncement, Batteux proceeds 

D’autres enfin pensent que la bont^ dont il s’agit ici est une bont6 
Idgalc, c’est- 4 -dire, la confomute des mceurs avec la loi naturelle, qui 
commande la vertu et proscrit le vice Le terme d’Aristotc semble sigmfier 
particulierement cette espece de bonte C’est une certaine droiture d’ame, 
qui porte rhomme h I’equite, et a la bienveillance mais droiture qui peut 
se rencontrer avec des fautes considerables, meme avec des crimes, pourvu 
que ce soit des crimes ou I’on tombe par imprudence, par foiblcsse, par 
emportement II n’y a pas un hcros d’Homere qui soit m^chant ou vicieux 
par caractfere ou par principe Cependant il n’y en a pas un qui n’ait 
quelque ddfaut Qu’en general les personnages poetiques soient bons, 
mais d’une bont6 qui souffre quelque 6cart ou quelque exces passager, 
dans le genre de la vertu qui fait la base des mceurs ® 


^ Traite du Poeme ipique. Pans, 1 675, 11, pp 32, 35 
” Ibvi 11, p 35 

* Thidire des Grecs, ed cit 1, p Ixxxvi 

* ATistoteles Dichtkunst, ed cit p 2ig Gp also Vossius, Poeticarum Institulwnum 
libri tree, p cap v, § 3, ed cit 1, pp 52 f 

® See above, p 365 , and cp Calepio, Paragone, cap i, 2 (ed cit pp 9 ff ) , 
Bodmer, Cntische Briefe, Zurich, 1746, p 48 

‘ Prinnpes de la litUrature, ed cit 11, pp 275 f , 277 f 
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Another critic of Aristotle with whose work Lessing was familiar, 
Marmontel, had stated the position perhaps still more acceptably 
Marmontel speaks of ‘une bontd morale, c’est-a-dire, un fond de 
bonte naturelle qui perce a travers les erreurs, les foiblesses, les 
passions’ And he emphasises the fact that Anstode is only con- 
cerned with the chief character m the drama — ‘le personnage m- 
teressant’ He would have him endowed with a mixture of virtues 
and vices , he wished him to be unfortunate by reason of a fault which 
any of us might commit, but in order to accommodate his theory to 
the practice of the Greek theatre he imagined the solution — which 
IS no true solution — of an involuntary fault ^ 

It is to be regretted that at this point Lessing abruptly breaks off 
his discussion (lxxxiii, 74), presumably reserving a statement of his 
considered views for the commentary on Anstode which he hoped 
to write He himself no doubt felt that his ‘ schlechterdmgs eine 
morahsche Gute’ could not stand without some more weighty sup- 
port, and his hint that the justification must depend on the nature 
of the TTpoaipems or intention is vague and obscure He may have 
hoped for more light on this point after he had made a thorough study 
of the Aristotelian Ethics and Rhetoric 

'CHRISTIAN’ TRAGEDY 

If Weisse’s Richard III, in Lessing’s view, sinned against Anstotle’s 
precepts by introducing a hero who was unmitigatedly bad, Corneille 
with his martyr-tragedy Polyeucte sinned in the opposite direction by 
writing a tragedy with a wholly blameless hero Lessing is led to 
speak of Polyeucte at the very beginning of the Dramaturgie (n, 35), 
since the first play of the repertory, Ohnt und Sophroma, was a 
‘Christian tragedy’ of the same class Beyond pointing out that the 
Christian with his ‘ tranquil placidity ’ and his ‘ unchangeable meek- 
ness ’ IS not well adapted to the purpose of tragedy — the purification 
of passions by passions — Lessing has nothing to say here of the 
theoretical aspects of this type of play * He merely recommends the 

Poitique Frangoise, ed cit ii, p 179 

® Marmontel, Poetique Frangoise, ed at 11, p 18 1 ‘Ce personnage etoit le seul 
qu’il eut en vtje , et en effet, voulant qu’il fut malheureux par unc faute involontaire, 
il n’avoit pas besom de lui opposer des medians les dieux et les destins en tenoient 
lieu dans les sujets conduits par la fatalite ’ 

® See above, pp 365 ff , for Lessing’s earlier views on ‘admiration’ as a tragic 
effect 
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dramabst to avoid the martyrs who figure m Christian tragedies, or, 
if he cannot avoid them altogether, to see that the motives which lead 
them to seek death are of the strongest, to the theatre he offers the 
advice (ii, 52) ‘Better leave all the Christian tragedies that have so 
far been written unperformed ’ Similarly, Curtius — who, however, 
defended Corneille — recognised the unsuitability of martyrs as sub- 
jects for modern tragedies {ed cit. pp. 187 f) 

die chnstlichen Martyrer konnen also, uberhaupt betrachtet, ohn- 
geachtet der Regel des Aristoteles, Vorwurfe der Tragodie seyn, wenn 
nicht eimge andere Betrachtungen, in Ansehung der Sitten, und Den- 
kungsart des itzigen Jahrhunderts, uns annethen, dieselbe zwar nicht von 
der Buhne zu verbannen, aber doch auch nicht oft aufzufuhren 

The admissibility of martyr tragedies was a frequent theme of 
discussion among the critics of the time Saint-fivremond, for in- 
stance, in his essay De la Tragedie ancienne et moderne (1672), had 
already put the matter in a form which suggests Lessing’s criticism 

L’esprit de notre Religion est directement oppose k celui de la Tragedie 
L’humilite et la patience de nos Saints sont trop contraires aux vertus des 
Heros que demande le Theatre Quel zele, quelle force, le Ciel n’lnspire- 
t-il pas i Nearque et a Polyeucte, et que ne font pas ces nouveaux Chretiens 
pour ripondre a ces heureuses inspirations^ Polyeucte a plus d’envie 
de mourir pour Dieu, que les autres hommes n’en ont de vivre pour eux 
Ndanmoins ce qui eut fait un beau Sermon, faisoit une miserable Tragidie, 
si les entretiens de Pauline et de Severe, animus d’autres sentimens et 
d’autres passions, n’eussent conserve a I’Auteur la reputation que les Vertus 
Chr^tiennes de nos Martyrs lui eussent ot^e Le Theatre perd tout son 
agrement dans la representation des choscs saintes, et les choses saintes 
perdent beaucoup de la religieuse opimon qu’on leur doit, quand on les 
repr^sente sur le Theatre ^ 

Possibly Lessing had this passage in mind, but it is hardly likely 
A G Kastner, again, had published, in Schwabe’s Bdushgungen 
des Verstandes und des Witzes for August, 1742,^ Gedanken uber die 
chnstlichen Tragodien but this essay hardly touches upon the particular 
points in which Lessing is interested Mendelssohn, on the other 
hand, repeatedly expressed, with reference to Shaftesbury, his objec- 
tion to ‘ perfect characters ’ He was inclined, however, to make one 

^ CEuvres, Amsterdam^ 1739, in, pp 175! 

■ Samt-fivremond is mentioned by Lessing in St lxxx (53) as author of the 
comedies iSir Politick Would-be and Lts Opera, but only in a quotation from Voltaire 

® and ed Leipzig, 1744, pp 116 ff 
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exception ‘ Ich weiss nur einen Fall, da die vollkommenen Charaktere 
auf der Buhne ertraghch sind, dieser 1st wenn die tugendhaften 
Personen unglucldich werden, wenn sie dutch ihre Tugend selbst 
einen Raub des Neides und der Verfolgung abgeben, und nut ihrem 
Schicksale in einem bestandigen Kampfe leben mussen Alsdann 
erregen sie unser Mitleid, und schlagen desto tiefere Wunden in 
unser Gemuth, je mehr Liebe, Hochachtung und Bewunderung sie 
sich durch ihre moralische Vollkommenheit erworbcn Sobald der 
Tugendhafte aber das Ungluck uberkommt, wird er gleichgultig 
But if outside suggestion is to be sought for Lessing’s criticism of the 
‘ Christian ’ hero of tragedy, I do not think that we need look beyond 
Dacier After justifying Aristotle in his exclusion from tragedy of the 
misfortunes of a very virtuous man, he proceeds — the passage is in 
his first note to Aristotle’s thirteenth chapter 

M Corneille voyant que cette maxime banmt Ics Martyrs du Theatre, 
cherche des autontez pour defendre son Polyeucte, par d’autres endroits 
que par ses grands succez, et il trouve enfin un Minturnus qui examine dans 
son Traite du Poete, Si la Passion de Jesus-Chnst et les Martyres des 
Saints, doivent fitre exclus du Theatre, k cause de leur vertu, et qui decide 
en sa faveur Le suecez justifie assez le Poete, mais je ne s^ay s’ll seroit 
aisd de justifier ce succez Je ne parle icy que du sujet dont peu de gens 
jugent, car d’ailleurs c’est peut-etre la piece de M Corneille la mieux 
conduite, elle est pleine de beaux sentimens et a de parfaitement beaux 
caracteres, ou les moeurs sont marquees admirablement II n’y a personne 
qui ne s’lnteresse pour Pauline et pour Severe, et qui ne soit touchi de leur 
malheur, et c’est ce qui fait r^ussir la piece, mais ce sujet n’est nullement 
propre au Theatre, qui ne doit exposer ny le bonheur ny le malheur d’un 
homme tres vertueux De quelque mamire qu’on regarde le martyre, ou 
eomme un mal ou comme un bien, il ne peut exciter, ny la piti6 ny la 
crainte, et par consequent il ne purgera pas les passions, ce qui est I’umque 
but de la Tragedie, comme on I’a deja vu Cette regie d’Aristote fait 
encore le procez k beaucoup d’autres pieces qui n’ont pas laisse de plaire, 
mais elles ont plu par d’autres endroits que par le sujet, et par des endroits 
qm etant conformes aux regies, ont toute la beautd qu’ils peuvent avoir * 

It might be added that Lessing had already expressed himself 
unequivocally on Polyeucte in his letter to Mendelssohn of December 1 8, 
1756 “ 

In eben dem Verhaltnisse, in wclchem die Bewunderung auf der einen 
Seite zummmt, nimmt das Mitleiden auf der andern ab Aus diesem 

' Gesajrnnelte Schnften, ed nt iv, a, p 146, cp also iv, i, pp 496, 579 ff and iv, 
2, pp 237 f * Podtique d’Aristole, ed cit p 1B6 

“ Schriften, xvii, pp 81 f , Petsch, op at p 83 
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Gninde halte ich den Polyeukt des Corneille fur tadelhaft, ob er gleich 
wegen ganz anderer Schonheiten memals aufhoren wird zu gefallen 
Polyeukt strebt ein Martyrer zu werden, er sehnet sich nach Tod und 
Martern; er betrachtet sie als den ersten Schntt in ein uberschwenghch 
seliges Leben, ich bewundere den frommcn Enthusiasten, aber ich musste 
befurchten, semen Geist in dem Schoosse der ewigen Gluckaehgkeit zu 
erzurnen, wenn ich Mitleid mit ihm haben wollte 


THE HARLEQUIN 

The formal expulsion of the Harlequin from German tragedy in 1737 
by Karoline Neuber ‘sub Auspiciis Sr Magnificenz, des Herrn Prof 
Gottscheds’ (xvm, 22) was an incident of considerable importance 
in the rise of the German theatre to literary recognition i But Lessing 
points out that it was something of an exaggeration to say that the 
Harlequin had been ‘banished’, he only appeared (26) under a new 
name as ‘Hannschen’ or ‘ Peter’ “ In point of fact, Karoline Neuber’s 

* See above, pp 7 f 

* Two comedies by Marivaux in the Hamburg repertory of Lessing’s time, Du 
falschm Vertrauhchketten — which gives occasion for the present discussion — and Der 
unvermulhete Amgang, have a ‘ Peter ’ in the German versions , a servant of this name 
also appears in Destouches’ Getpenst mil der Trommel and in Lessing’s own Die alte 
Jungfer (cp Petersen, ed cit p 199) In the German translations of DeUsle’s 
Le Faucan and Timcn (xviii, 43), which had been m Schonemann’s repertory since 
1747 and were punted in his Schaubuhne (vols 11 and in, see H Devrient, op ett 
pp 128 f), the Harlequin appears For references to these two plays cp Lessing’s 
Theatralucbe Bibholheh (Schnften, vi, p 334, cp also v, p 151) ‘Hannschen’ 
(xviii, 30) IS the name of ‘Lisanders Bedienter’ in tne version of L’Affichard’s 
La Famillc, which was played on the same evening as Die fahehen Vertraulickkeiten 
F L Schroder as a young man excelled m roles of this kind ‘ als Schauspieler 
gcfiel Schroder ungemcin, und ward, nach dem Bedienten des Bramarbas 
uberall Peter genannt’ (Meyer, op at 1, p 116) In the list of Schroder’s 
rfiles, ‘Peter’ occurs in Holbcrg’s Bramarboi and in Lowen’s Der Liebhaber von 
Ohngefahr, ‘Johann’ (or ‘Hans’) in Lessing’s Freygeisl, Weisse’s Die Poeten nach der 
Mode and Du Haushaltennn, Marivaux’ Der Bauer mil der Erbrchaft^ Schlegel’s Der 
Geheimnissvolle, as well as m other comedies of later date (cp Meyer, op cit u, 2, 
pp 139 IF) Cp also an article by Mylius, Von der nolhigen Wahrsckeinlichkeit bey 
Vorstellung der Schauspule m Gottsched’s Beytrage zur critischen Histone der deutschen 
Sprache, Poesu md Beredsamkeit, St xxx ( 1 743), pp 3 1 a f ‘Was soil ich aber von dem 
in etlichen Schauspielen vorkommenden Peter, oder dem sogenannten Crispin 
sagen^ Was smd diese doch fur Geschopfe^ Und m welcher moglichen Welt 
gehoren sie zu Hause^ Sie sollen Diener vorstellen aber welchcr Herr ist so 
thoricht, dass er semen Diener eine solche narrische Librcy giebt’ Und was sind 
die zwo holzernen Degen, die Peter m der Tasche fuhrt, fur unwahrschemliche 
Dinge ^ In Wahrheit, so abgeschmackt jemals Harlekm und Skaramutz gewesen, 
so ungereimt sind auch Peter und Crispin ’ Cp also P Schlenther, Frau Gottsched 
und du burgerluhe Komodu, Berlin, 1886, pp no f 
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aim had been rather to reform him, to free him from his licentious 
ribaldry and incongruous impromptu jesting ^ In his earlier attacks 
'^n Gottsched Lessing had stigmatised this reform as retrograde, 
‘'^r hess den Harlequin feyerlich vom Theater vertreiben, welches 
s^lbst die grosste Harlequinade war, die jemals gespielt worden.’ ® 
But this IS what Gottsched had to say in the Cntische Dichtkunst about 
ilarlequin 

Die Kleidungen der Personen mussen nach ihrem Character und Stande 
eingerichtet seyn Nur der Harlekin hat hier, ich weis nicht warum, eine 
Ausnahme Er soli zuweilen einen Herrendiener bedeuten Allein, welcher 
Herr wurde sich nicht schamen, seinem Kerle eine so buntscheckigte 
Lieberey zu geben^ Der Scapin hat eine spanische Tracht, und das kann 
man in einem spanischen Stucke schon gelten lassen, allein bey uns schickt 
sichs nicht Den Scaramutz, Pantalon, Anselmo, Doctor und Gapitain, 
Pierrot und Mezetin, und wie die narrischen Personen der italienischcn 
Comodien mehr heissen, konnen wir auch entbehren Dcnn warum soil 
man immer bey einerley Personen bleiben^ Die Namen dorfen auch in 
einer Comodie mcht aus der Histone genommen werden So bald die 
Personen neue Charactere haben, mussen sie auch neue Namen bekommen 
Um die Verwirrung zu vermeiden, die sonst bey dem Zuschauer vieler 
Comodien entstehen konnte ® 

When Lessing suggests that the parasite of ancient drama was only 
a Harlequin under another name (52), he is repeating an idea which 
had been expressed in the Cntik uber die Gefangnen des Plautus,'^ the 
immediate source being probably the preface to Kruger’s translation 
of Marivaux ‘ Wer mir aber diese Art der Arlequine aus dem Grunde 
verwirft, well Plautus und Terentius ihre Sosias nicht Arlequins 
genannt haben der wird es mir nicht verargen, wenn ich ihn auf 
folgende Art einem Geizhalse an die Seite setze But Lessing’s 
criticism was in substance prompted, as he implies (58), by Justus 
Moser’s little book Harlekin, oder Verlkeidigung des Groteske-Komischen, 

^ See above, pp 7 f , and cp F J von Reden-Ebbeck, Caroline Neuber, Leipzig, 
r88i, p 211, W Creizenach, ^ur Entstehwi^sgeschichte des neuern LustspuUy Halle, 
1879, pp 18 ff , G Wamek, Gottsched und die deutsche Littcratur seiner ^eit, Leipzig, 
1897, pp 341 IT, and Petersen’s note, ed eit p 199 

^ Litteraturbnefe, No xvii, February 16, 1759, Schnften, viii, p 42 
® Cntische Dichtkunst, ed of 1737, pp 7^®^ 

^ Beytrage, iv, p 588 

® Sammlung eimger Lustspiele aus dem Franzosischen des Herrn von Marivaux ubersetzt 
Hanover, 1747-49, b PP 3~4 quotation was transcribed by the kindness of 

the authorities of the Universitats-Bibliothek, Marburg, which possesses a copy 
of the translation Cp also W Wittekindt, ^ C Berlin, 1898, pp 105 ff 

(where the general argument of the Preface is summarised) 
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published in 1761 The following extracts from this work are 
elucidatory for Lessing’s text 

Ich [Harlekin] schmeichle mir, in der besten komischen Welt ein 
nothwendiger und angenehmer Burger zu scyn , und hoffenthch wird man 
inich auch nicht aus einer andern Welt verbannen, worm so viele Thoren 
zum grossten Dienst der Weisen geduldet An dem Titel Komodie, 1st 
niir ohncdem wenig gclegen Meine komischen Vorstellungen mogen 
kunftig immer Harlekinaden heissen, und meinen Namen, so wie ehe- 
maals eine Pflanzstadt ihren Stifter, vercwigen Vielleicht 1st es mir auch 
weit ruhmhcher, ein eignes Thier in meiner Art zu bleiben, als wie der 
Lowe zum Katzengeschlecht gezahlt zu werden Diese meinc aufnchtige 
und jedem Redner gegen seme kritische Obngkeit wohlanstandige De- 
muth erlaubet miraber nicht, denen zu schmeicheJn, weJche die komischen 
Vorstellungen bios auf die eigentliche Komodie und hochstens auf das 
ruhrende oder sogenannte weinerliche Lustspiel emschranken wollen Die 
Sphare des menschlichcn Vergnugens lasst sich noch immer erweitern 
Wenn ich also auch gleich kein Redner fur meine eigne Sache ware so 
wurde mich dennoch cm blosses warum nicht’ womit Fontenelle so viele 
unentdeckte Welten bevolkert, von der Moglichkeit mehrerer komischen 
Arten uberzeugen Ich will hier mcht untersuchen, ob die furchterlichen 
Alien eine andre Art, als die Tcrenzische, gekannt haben Sonst liesse sich 
vielleicht aus eimgen Scenen des Aristophanes und Plautus zeigen, 
dass diese grossen Meister, eben wie Terenz und Moliere von meinen 
Vorfahren manche schonc Stellung geborgt, und solche mit ihren 
geschickten Pinseln onginalisirt batten Vernunftigc Leser werden mir 
ohnedem glauben, dass den Satyren, diesen ersten Schauspielern der 
Gnechen, der Bocksfuss nicht edler, als mir mem buntschackigtes Kleid 
gestanden, wozu alle Stande in der Welt, sowohl geist- als weltliche, 
ihre Lappchen hergegeben haben ^ 

It may be recalled that in the review of Moser’s book which 
appeared in 1761 in the LiUeratuTbriefe, the following passage occurs 

Und nun, ehe sie es sich versehen, giebt Harlekin Hr Lessingen emen 
Schlag, tritt gleich darauf vor ihn hin, und macht ihm eine tiefe Ver- 
beugung ,,Herrr Lessing, spncht er, ein Mann, der Einsicht genug 
besitzet, um dermaleins mein Lobrcdner zu werden, wurde mir vielleicht 

* J Moser, Sammtliche Werke, herausg von B R Abeken, Berlin, 1842-43, ix, pp 
63 ff The little book on the Harlequin had been reviewed m the Bibliothek <ir 
schonen Wissenschaften, vii (ii), 1762, pp 334ff , and in the Litleraturbriefe, Nos cciv- 
ccvi, December 17-31, 1761, ed at xii, pp 331 ff , also in the French Journal 
cncydopidique, vii, October 15, 1 762, pp 47 ff 

“ Harlekin, oder Vertheidigung des Groteske-Komischen, and ed Bremen, 1777, 
pp 1311 
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hier einwenden, dass die Obertreibung der Gestalten ein sicheres Mittel 
scy, semen Endzweck zu verfehlen, indem die Zuschauer dadurch ver- 
fuhret wurden, zu glauben, dass sie weit uber das ausschweifende lichcr- 
Lche dcr Thorheit erhaben waren Allem meme gelehrten Feinde ur- 
theilen hier abermal nach ihrer gebesserten Empfindung, und denken 
lucht, dass mancher eincn Geruch kaum empfinde, welcher dem andern 
schon die schwersten Kopfschmertzen verursachet Sie erwagen nicht, 
dass es hinter ihnen noch ansehnliche Classen von Thoren gebe, fur deren 
Empfindungen sie nicht burgen konncn “ Deucht Ihnen nicht, dass 
Harlekin Recht habe^i 

* Litteraturbnefe,'Ho ccv, December 24, 1761, e;/ cit xii, pp 345 f The quotation 
IS from Harlekirty oder Verihiidigung des GroUske-Komuctmiy ed ctt pp 46 f In this 
(revised) edition of 1777 Moser added the following footnote to this passage 
‘Herr Lessing hat mich in seiner Dramaturgic aufgefodert, ihm diese Vermuthung 
zu erweisen Ich kann aber weiter nichts sagen, als dass ich etwas, das mich zu 
dieser Vermuthung berechtigte, in den von ihm mit befbrderten Beytragen zur 
Histone und Aufnahme des Theaters, woven im Jahr 1750 vier Stuck zum 
Vorschein kamen, gelesen zu haben glaubte, beym Nachschlagen finde ich aber 
dass ich mich geirret habe ’ 



CHAPTER XV 


IMITATION AND ILLUSION 
IMITATION 

Fundamental for the aesthetics of the eighteenth century was the 
dictum that art is an ‘imitation’ of reality This was the ‘meme 
prmcipe’ to which Batteux had led back all literary art ^ D’Aubignac 
had dealt with it in book ii, chapter ii of his Pratique du Thidtre,^ 
Madame Dacier had assumed it in the preface to her translation of 
the Odyssey , * Du Bos had devoted sections xxvui and xxix of his first 
volume to ‘la vraisemblance en Poesie’ and to the question ‘si les 
Poetes Tragiques sont obliges de se conformer i ce que la Gdographie, 
I’Histoire et la Chronologic nous apprennent positivement’,* 
Gottsched had stated the principle of imitation,® Breitmgcr had given 
considerable space to it in his Critische Dichtkunst,^ and Johann Elias 
Schlegel had written a long essay Von der Nachahmung ’ The principle 
IS assumed, of course, in all eighteenth-century commentaries on the 
Poetics and discussions of Anstotle’s theory 

How is the artist to imitate nature and life’ Is his imitation what 
we should now call a photographic process — or, as it would have been 
described m the eighteenth century, the way of the camera ohscura 
(lxxiii, go) — or is it governed by certain laws and limitations which 
the artist must observe’ The ancients had accepted the fundamental 
principle of imitation, but they had only touched the fringe of the 
problem of the means From Horace had come down a dogma 
enshrined in the words ‘ut pictura poesis’, which by unconsidered 
application — such, at least, was Lessing’s view — had injuriously 
affected both poetry and painting, and he wrote his Laokoon to prove 
Its dangers The problem of that treatise had been to determine the 

Cp Pnncipes de la litteralure, ed ctl i, pp 4 ff, i-j if (and passim) 

“ Pratique du Thidtre, ed cit 1, pp 66 ff 

“ L'Odyssie d’HorrUre, traduite en Frangois, avec des Remarques Par Madame 
Dacier, Pans, 1716, 1, pp viu, xxvif, In ff {and passim) 

* Rdjlexions critiques sur la Poesie et sur la Peinture, ed cit 1, pp 227, 233 
“ Critisehe Dichtkunst, ed cit pp 89 f, 136 (and passim) 

® Critische Dichtkunst, Zurich, 1740, i, pp 7, 53-77 (and passim) 

’’ Werke, ed ext 111, pp 107 ff 
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conditions which govern the pictonal and plastic artist on the one 
hand, and the poet on the other Similarly, in the Dramaturgie, 
Lessing is not concerned with the general question whether art is or 
IS not an imitation — perhaps because the proposition was so clearly 
established as to need no asseveration Here he apphes his analytic 
method to the drama, discriminating between the different modes of 
dramatic imitation But in contrast to Laokoon, the Dramaturgie shows 
a tendency on Lessing’s part to discover community of purpose in the 
various kinds of dramatic composition He finds common ground in 
Sophocles and Shakespeare, he insists that former reasons for dis- 
criminating between the characters of tragedy and comedy have little 
justification, and he confesses to a certain personal sympathy with 
the mixed forms of drama Caught up by the new demand for a 
greater truth to nature and life, he applied this criterion to the drama 
of the past and of his own day His clear, logical mind, together with 
his predilection for the new English tragedy of common life, made 
him lay stress on truth to reality — on a closer imitation of reality than 
was to be found in the older poets We have already seen the effect 
of this in his critical approach to dramas concerned with contem- 
porary life Here Lessing is quite definitely a realist he maintains 
that this kind of drama, if it is to enlist the sympathies of the audience, 
must be ‘true’ Such plays are criticised unfavourably when they 
do not represent life as it is, or appears to be ^ This principle governs 
many of the judgments of the Dramaturgie 

Thus, although the word ‘Nachahmung’ does not occur frequently 
in this work, and although Lessing made no pretence of investigating 
Its scope as Schlegel had done — rather he accepted Batteux’ doctrine 
as an established matter of fact — much of the concrete criticism of 
plays m the Dramaturgic consists in applying the measuring-tape of 
‘reality’, in judging dramas by their greater or less approximation 
to truth in their imitation® But what is this ‘ truth Scrutinised 
more closely, the imitation of reality is seen to be something other 
than the simple transference of life to the theatre To begin with, if 
a dramatic action had to be kept always within the three hours’ 
traffic of the stage which it would occupy m reality — had to present, 
as was sometimes proclaimed, a slice of life exactly as it was lived — 
this would curtail enormously the scope and power of the drama as 
an art * Moreover, what purpose would be served if it succeeded in 

^ Cp XXII, 6, xcvii, 23, 60 ^ Cp XII, 93 

“ Cp XLII, 22 ‘ Cp LXX, 76. 
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thus identifymg itself with actuality^ That a drama should be ‘ true 
of course, does not imply merely the presentation of a meaningless 
slice of life, but also the use of such a presentation to express a higher 
truth, an interpretation of the ways of man to man and God to man 
Lessing does not lose sight of this, although he has little to say of it 
in criticising the drama of contemporary life What is required in the 
theatre is that the spectator should be deceived — not of course un- 
willingly — into the belief that he is witnessing reality in the presenting 
of a case that is not ‘ real ’ Success depends thus on something quite 
other than the reproduction of reality, it depends on illusion — an 
illusion whereby the spectator is led to believe that he is witnessing 
something actual It behoves us therefore to look at what Lessing 
meant by illusion 


ILLUSION 

The attitude of the dramatist towards facts was a question which had 
exercised the minds of many theorists of the drama How far must 
a dramatic work be true, how far might it be invented, and merely 
an illusion^ Lessing discusses on more occasions than one the nature 
of such illusion, or ‘ Tauschung’ In the period of his correspondence 
with Mendelssohn and Nicolai on tragedy he had refused to coun- 
tenance the idea that illusion is essential to the aesthetic effect ^ To 
Mendelssohn he wrote on December 1 8, 1 756 

Wenn Sie Ihre Gedanken von der Illusion mit dem Hrn Nicolai aufs 
Rcine bnngen werden, so vergessen Sie ja mcht, dass die ganze Lchre von 
der Illusion eigendich den dramatischcn Dichter nichts angeht, und die 
Vorstellung seines Stocks das Werk emer andern Kunst, als der Dicht- 
kunst, 1st Das Trauerspiel muss auch ohne Vorstellung und Akteurs seme 
vollige Starke behajten, und diesc bey dem Leser zu aussern, braucht sie 
mcht mehr Illusion als jede andre Geschichte “ 

But by the time he came to write Laokoon, where he had necessarily 
much to say on illusion, he had thought more deeply on the subject, 
and in the Dramaturgie he has plainly accepted Mendelssohn’s views 

^ In this connexion cp Du Bos, Rifiexums critiques sur la Poesie et sur la Peinture, 1, 
section xliii ‘Que le plaisir que nous avons au Theatre, n’est point produit par 
I’lllusion’ (ed cit 1, pp 411 ff) 

* Schnftm, xvii, p 87 , Petsch, op cit p 90 Cp abo Schriftai, xvii, pp 90 f , 
96, Petsch, op cU pp 99!, 103 
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In the passages where he discusses or refers to illusion/ there is 
no essential disparity between his standpoint and that of his 
friend. 

In the first section (23) he analyses the art of the dramatist, who 
instead of describing passions must make them arise before the eyes 
of the spectator in ‘such illusory continuity’ that the latter must 
sympathise, whether he will or no In St v (72) , however, he reminds 
us that the actor must not carry the appearance of actuality to the 
extreme of illusion (78), and in St ix (63) he expresses a warning 
against carrying pantomime to such revolting lengths of realism as 
the display of blood Similarly in Laokoon he had written ‘ Hierzu 
fuge man, dass der Schauspieler die Vorstellung des korperlichen 
Schmerzes schwerlich oder gar nicht bis zur Illusion treiben kann 
Any exaggeration of gesture or action, in fact, is apt to disillusion the 
spectator (lvi, 82) In like manner, Lessing deprecates the bad 
custom, still known in the French provinces, of admitting spectators 
to the stage, on the ground that all illusion is thereby destroyed 
(x, 141) In the eleventh section, a more important statement of the 
dramatist’s purpose (35) arises from the discussion of ghosts u pon the 
stage ‘er will uns tauschen, und durch die Tauschung ruhren 
ohne Tauschung [konnen] wir unmoglich sympathisircn ’ Whatever 
we may think m ordinary life — if the poet has the power of convincing 
us, we believe in the theatre what he wants us to believe (73) 
Nevertheless, Lessing quotes (xix, 43), and accepts, the comment 
made on Z^lmire by a French reviewer that the action of that play 
IS a tissue of coincidences, compressed into twenty-four hours and 
‘allcr Illusion unfahig’ Illusion is vital to tragedy ‘Der tragische 
Dichter sollte alles vermeiden, was die Zuschauer an ihre Illusion 
erinnern kann, denn sobald sie daran erinnert smd, so 1st sie weg’ 
(xLii, 103), comedy, on the other hand (109), need not produce so 
great a degree of illusion for the attainment of its purpose But m 
either case the illusion is stronger than that of a mere narrative 
(xxxv, 144), for this reason our interest in the characters of drama 
IS incomparably greater It is interesting to note Lessing’s argument 
that indigenous customs, by the fact of their familiarity, assist in the 
creation of illusion both in tragedy and comedy Characteristically, 
Lessing fits his disparaging comment on Voltaire’s acceptance of his 
call before the curtain into the general theory of illusion (xxxvi, 

^ Cp I, 23, V, 77, X, 141, XI, 35, 74, XIX, 43, xxxv, 144, XXXVI, 124, xin, 
103, Lvi, 84, xcvii, 28, 34 * See below, p 485 
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124) ■ ‘Die Tauschung muss sehr schwach seyn, man muss wemg 
Natur, aber desto mehr Kunsteley empfinden, wenn man so neugieng 
nach dem KUnstler 1st ’ 

It IS of some interest to compare with these observations of Lessing 
the following opimons expressed by Mendelssohn The most complete 
statement which the latter has left us of his theory is to be found in 
the Rhapsodie oder Ziisatze zu den Bnefen uber die Empjindungen 

Es 1st wahr, die sinnliche Erkenntniss und Begehrungskrafte der Seele 
werden durch die Kunst getauscht, und die Einbildungskraft so mit 
fortgerissen, dass wir zuweilen aller Zeichen der Nachahmung vergessen, 
und die wahre Natur zu sehen wahnen Allein dieser Zauber dauert nur 
so lange, als nothzg 1st, unserm Begriffe von dem Gegenstande das gehonge 
Leben und Feuer zu geben Wir haben uns gewohnt, zu unserm grossern 
Vergnugen, die Aufmerksamkeit von allem, was die Tauschung storen 
konnte, abzulenken, und nur auf das zu richten, wodurch sie unterhalten 
wird Sobald aber die Beziehung auf den Gegenstand unangenehm zu 
werden anfangt, so ennnern uns tausend in die Augen fallende Umstande, 
dass wir eine blosse Nachahmung vor uns sehen Hicrzu kommt, dass die 
mannigfaltigen Schonheiten, womit die Vorstellung dutch die Kunst aus- 
geziert wird, die angenehme Empfindung verstarken und die unange- 
nehme Beziehung auf den Gegenstand mildern helfen * 

Moreover, in the section ‘Von der Illusion’ in his Von der Herrsckaft 
uber die Netgungen (which, although it was not published until 1831, 
Lessing had an opportunity of reading in 1757) he wrote 

Soli erne Nachahmung schon seyn, so muss sie uns asthetisch illudiren , 
die obern Seelenkrafte aber musscn uberzeugt seyn, dass es eine Nachah- 
mung, und nicht die Natur selbst sei * 

With this may be compared the following passage in Mendelssohn’s 
essay Vber die Hauptgrundsatze der schonen Kunste und Wissenschqfien 
(which appeared in the Philosophische Schriften of 1761) 

Die Gegenstande [der kunstlenschen Vorstellung] konnen entweder in 
der Natur anzutreffen, oder erdichtet seyn In beeden Fallen muss der Aus- 
druck, dessen sich die Kunst bedienet, unsere Sinne tauschen Das heisst, 
wir mussen eine solche Menge von Merkmalen auf einmal warnehmen, 
dass wir die Sache selbst uns lebhaftcr vorstellen, als die ausdruckenden 

* Philosophische Schriften (verbessertc Auflage), Berlin, 1777, 11, pp 20 f , Gesam- 
melte Scknften, ed cit 1, pp 244 f The passage is quoted by Goldstein, 0/ cit p 132 

“ Gesammelte Schriften, IV, i, p 44 Cp Pctsch, o/i cit p 134 Cp alsoj Heine- 
mann, Moses Mendelssohn Sammlung theils noch angedruchter, theils in andem Schriften 
zerstreuler Aufsatze und Bnefe von ihm, an und uber ihn, Leipzig, 1831, p 55 
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Zeichen, und zwar um so viel lebhafTter, dass unsere Sinne, wenigstens 
einen Augenbhck, die Sachen selbst vor sich zu sehen glauben Dieses 1st 
der hochste Grad der anschauenden Erkenntms, den man die asthetische 
Illusion nennet Man siehet hicraus, dass in dem Falle, wann die 
Gegenstande in der Natur anzutreffen sind, der Ausdruck auch getreu seyn 
musse, dass heisst, er muss uns alle Theile des Gegenstandes so abbilden, 
wie wir sie an ihm selbst vermittelst der Sinne wargenommen haben 
wurden Die Abbildung eines Gegenstandes, die mit alien semen Theilen 
genau ubcreinstimmt, wird eine Nachahmung genannt, daher ist die 
Nachahmung in diesem Falle eine nothwendige Eigenschaft der schonen 
Kunste und Wissenschaften ^ 

In the Dramaturgie , Lessing appeals more than once to the authority 
of Diderot when he is advocating naturalism m the drama — that is, an 
illusion that shall succeed in illudmg In sections Lxxxiv and lxxxv 
he adduces a long extract from Les bijoux indiscrets, a satiric romance, 
ascribed to Diderot, which was published anonymously in 1748 ^ 
This romance was translated into German,® and in a recent reprint 
Lessing’s possible authorship of this translation is discussed * But 
even if this conjecture (based on the identity of the preface to 
the translation with Lessing’s account of Les bijoux indiscrets in the 
Dramaturgie (lxxxiv)) is on the whole unlikely, the extract quoted in 
the Dramaturgie bears a considerable resemblance to this translation 
It IS from chapter v of the second volume of the novel® in the original 
text, which runs as follows 

^ This passage is quoted by Goldstein, op cit p 130, who notes that it was 
inserted by Mendelssohn in the second version of the essay in the Philosopkuche 
SchnfUn (Berlin, 1761, 11, pp 77 f) It is quoted above from the edition published 
separately as Abhandlung uber die Hauptgnindsatzf der schonen Wusenschaften und Kunste, 
[Berlin], 1771 (pp 10 f), but it does not appear in the 1777 edition of the 
Philosophische Schnften, where a further revision was made 

^ Les bijoux indiscrets Au Monomotapa [Pans, 1748] Cp (Euvres Computes de 
Diderot, ed cit iv, pp 135 f 

® Die Verrather Nach Diderot Monomotapa A translation with this title, by 
F L W Meyer, is recorded in Kayser, Vollstandiges Bucher-Lexicon (vi, Leipzig, 
1836, s Romane, p 31) as having been published at Braunschweig in i 793 ) 

K Rosenkranz, Diderots Leben und Werke, Leipzig, 1866 (1, pp xviii, 61), who gives 
the date as 1792 

* Die geschwatzigen Kleinode, Munchen, 1921, pp viii ff Erich Schmidt asserts 
that the style of the extract in the Dramaturgie shows that Lessing used an early 
version of his own {Diderot und Lessing in Du Gegenwart, xxi, 1882, No 9, 
P 135) 

® Les Bijoux indiscrets Au Monomotapa [Pans, i 74 ^]> PP 43 “ > ^P 
Computes, ed cit iv, pp 282 ff (chap xxxviu) 
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Je crois, monsieur, que vous vous trompez, r6pondit Racaric k S61im *■ 
L’ academic est encore le sanctuaire du bon gout, et ses beaux jours ne 
nous offrent m philosophes, m poetcs, auxquels nous n’en ayions aujour- 
d’hm k opposer Notre theatre passoit, et pcut passer encore pour lepremier 
theatre de I’Afrique Quel ouvrage que le Tamerlan de Tuxigraphe 
C’est le pathetique d’Eurisop^ et I’^levation d’Azophe ® C’est I’antiquite 
toute pure 

J’ai vu, dit la favorite, la premiere representation de Tamerlan, et j’ai 
trouve, comme vous, I’ouvrage conduit, le dialogue eldgant, et les con- 
venances bien observies 

Quelle difference, madame, interrompit Ricanc, entre un auteur tel que 
Tuxigraphe, nourri de la lecture des anciens, et la plupart de nos modernes ' 

Mais ces modernes, dit Selim, que vous frondez ici tout k votre aise, ne 
sont pas aussi m^prisables que vous le pr^tendez Quoi done I ne leur 
trouvez-vous pas du geme, de I’lnvention, du feu, des details, des caracteres, 
des tirades^ Et que m’lmporte a moi des regies, pourvu qu’on me plaise^ 
Ge ne sont assurement ni les observations du sage Almudir et du savant 
Abaldok,^ ni la poetique du docte Farcadin,® que je n’ai jamais lues, qui 
me font admirer les pieces d’Aboulcazem, de Mubardar, d’Albaboukre,® 
et de tant d’autres Sarrazins Y a-t-il d’autre regie que I’lmitation de la 
nature^ et n’avons-nous pas les memes yeux que ceux qui I’ont dtudiee^ 

La nature, r^pondit Ricanc, nous offre a chaque instant des faces 
differentes Toutes sont vraies, mais toutes ne sont pas egalement belles 
G’est dans ces ouvrages dont il ne paroit pas que vous fassiez grand cas, 
qu’il faut apprendre a choisir Ce sont les recueils de leurs experiences et 
de celles qu’on avoit faites avant eux Quelque esprit que I’on ait, on 
n’appergoit les choses que les unes apres les autres, et un seul homme ne 
peut se flatter de voir dans le court espace de sa vie, tout ce qu’on avoit 
d6couvert dans les siecles qui font pr&6d6 Autrement il faudroit avancer 
qu’une seule science pourroit devoir sa naissance, ses progri^s et toute sa 
perfection k une seule tete, ce qui est centre I’exp^nence 

Monsieur Ricanc, repliqua S61im, il nc s’ensuit autre chose de votre 
raisonnement, sinon que les modernes jouissant des tr^sors amasses jusqu’i 
leur terns, doivent etre plus riches que les anciens, ou, si cette comparaison 
vous d^plait, que, monies sur les cpaules de ces colosses, ils doivent voir 
plus loin qu’eux En effet, qu’est-ce que leur physique, leur astronomic, 
leur navigation, leur mechamque, leurs calculs, en comparaison des 

* Selim has been identified with the Marfchal de Richelieu, and Ricanc 
with La Motte The Emperor Mangogul is Louis XV, the favourite Mirzoza 
probably Madame de Pompadour (cp (Euvres Computes, ed at iv, pp 137 f, 
p aSo) 

‘ Variously identified with Lanone’s Mahomet le Second, Voltaire’s Mahomet, and 
Marmontel’s Denys le Tyran 

“ Probably Euripides and Sophocles (cp (Euores Computes, ed at iv, p 283) 

‘ Perhaps Fontenelle and La Motte or D’Aubignac 

‘ Boileau • GomeiUe, Racine and probably Cr^billon 
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notres^ Et pourquoi notre Eloquence et notre po6sie n’auroient-elles pas 
aussi la superiority ^ 

Seiim, repondit la sultane, Ricanc vous deduira quelques jours les 
raisons de cette difference II vous dira pourquoi nos tragedies sont 
infeneures ^ celles des anciens, pour moi, je me chargerai volontiers de 
vous montrer que cela est Je ne vous accuserai point, continua-t-elle, de 
n’avoir pas lu les anciens Vous avez I’esprit trop orne, pour que leur 
theatre vous soit inconnu Or, mettez k part certaines idees relatives k 
leurs usages, k leur[s] mceurs et k leur religion, et qui ne vous choquent que 
parce que les conjonctures ont change, et convenez que leurs sujets sont 
nobles, bien choisis, interessans, que I’action sc developpe comme d’elle- 
meme, que leur dialogue est simple et fort voisin du riaturel, que les 
denouemens n’y sont pas forces, et que I’lnteret n’y est point partage, m 
faction surchargee par des episodes Transportez-vous en idee dans I’lsle 
d’Almdala,' exammez tout ce qui s’y passe, ecoutez tout ce qui s’y dit, 
depuis le moment que le jeune Ibrahim et le ruse Forfanti y sont descendus , 
approchez-vous de la caverne du malheureux Polipsile, ne perdez pas un 
mot de ses plaintes, et dites-moi, si rien vous tire de I’lllusion Citez-moi 
une piece moderne qui puisse supporter le mcme examen, et pretendre au 
meme degre de perfection, et je me tiens pour vaincue 

De par Brama ' s’ecria le sultan en baillant, madame a fait une disserta- 
tion academique 

Je n’entends point les regies, continua la favorite, et moms encore les 
mots savans dans lesquels on les a con 9 ues, mais je sais qu’il n’y a que le 
vrai qui plaise et qui touche Je sais encore que la perfection d’un spectacle 
consiste dans I’lmitation si exacte d’unc action, que le spectateur trompe 
sans interruption, s’lmagine assister a faction mcme Or, y a-t-il quelque 
chose qui ressemble a cela dans ces tragedies que vous nous vantez^ 

En admirez-vous la conduite^ Elle est ordinairement si compliquee, que 
ce seroit un miracle qu’il se fut passe tant de choses en si peu de terns La 
mine ou la conservation d’un empire, le manage d’une princesse, la perte 
d’un prince, tout cela s’execute en un tour de mam b'agit-il d’une con- 
spiration^ on febauche au premier acte, elle est hee, affermie au second, 
toutes les mesures sont prises, tous les obstacles leves, les conspirateurs 
disposes au troisieme, il y aura incessamment une revolte, un combat, 
peut-etre une bataille rangee, et vous appellerez cela, conduite, interet, 
chaleur, vraisemb lance ' Je ne vous le pardonnerois jamais, k vous qui 
n’lgnorez pas ce qu’il en coute quelquefois pour mettre k fin une miserable 
intrigue, et combien la plus petite affaire de politique, absorbe de terns en 
demarches, en pour-parlers, et en dehberauons 

II est vrai, madame, repondit Selim, que nos pieces sont un peu chargees, 
mais c’est un mal necessaire, sans le secours des episodes, on se morfondroit 

t Obviously the Philoctetes of Sophocles is the drama meant, thus Almdala is 
Lemnos, Ibrahim, Forfanti and Pohpsile respectively Neoptolemos, Odysseus and 
Philoctetes 
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G’est-i-dire, que pour donner de I’ame k la representation d’un fait, il 
ne faut le rendre ni tel qu’il est, m tel qu’il doit Stre Cela est du dernier 
ridicule, a moins qu’il ne soil plus absurde encore de faire joucr k des 
violons des arretes-vives [anettes vivcs] et des senates de mouvement, 
tandis que les esprits sont imbus qu’un prince est sur le point de perdre 
sa maitresse, son trone et la vie 

Madame, vous avez raison, dit Mangogul, cc sont des airs lugubres qu’il 
faut alors, et je vais vous en ordonner Mangogul se leva, sortit, et la 
conversation continua entre S^bm, Ricaric et la favorite 

Au moms, madame, repliqua Selim, vous ne nierez pas que, si les 
dpisodes nous tirent de I’lllusion, le dialogue nous y ramene Je ne vois 
personne qui I’entende comme nos tragiques 

Personne n’y entend done rien, reprit Mirzoza L’emphase, I’esprit et 
le papillotage qm y regnent, sont k mille lieues de la nature G’est en vain 
que I’auteur cherche k se d^rober, mes yeux percent, et je I’appergois sans 
cesse demure ses personnages Ginna, Sertorius, Maxime, Emilie^ sont a 
tout moment les sarbacanes de Corneille Ce n’est pas ainsi qu’on s’en- 
tretient dans nos anciens Sarrazms Mr Ricaric vous en traduira, si vous 
voulez, quelques morceaux, et vous entendrez la pure nature s’exprimer 
par Icur bouche Je dirois volontiers aux modernes “ Messieurs, au lieu de 
donner k tout propos de I’espnt a vos personnages, placcz-les dans des 
conjunctures qui leur en donnent ” 

Apr^s ce que madame vient de prononcer de la conduite et du dialogue 
de nos drames, il n’y a pas apparence, dit Selim, qu’elle fasse grace aux 
ddnouemens 

Non, sans doute, reprit la favonte, il y en a cent mauvais pour un bon 
L’un n’est point amen6 , 1’autre est miraculeux Un auteur est-il embarrasse 
d’un personnage qu’il a trains de scenes en scenes pendant cinq actes^ il 
vous le depeche d’un coup de poignard tout le monde se met a pleurer, et 
moi, je ns comme une folle Et puis a-t-on jamais parl6, comme nous 
ddclamons^ Les princes et les rois marchent-ils aulrement qu’un homme 
qui marche bien^ Ont-ils jamais gcsticuli comme des possidds ou des 
furieux^ Les princesses poussent-elles en parlant des sifilemens aigus^ On 
suppose que nous avons porte la tragedie a un haul degr6 de perfection , et 
moi je tiens presque pour d^montr^, que de tous les genres d’ouvrages de 
litterature auxquels les Afneams se sont appliques dans ces derniers siecles, 
e’est le plus imparfait 

La favorite en dtoit \k de sa sortie contre nos pieces de theatre, lorsque 
Mangogul rentra “Madame, lui dit-il, vous m’obligerez de continuer 
j'ai, comme vous voyez, des secrets pour abr^ger une poetique, quand je la 
trouve longue ’’ 

Je suppose, continua la favorite, un nouveau ddbarqud d’Angot* qui 
n’ait jamais entendu parlcr de spectacles, mais qui ne manque ni de sens 

* Cirma, Maxime and Emilie in Corneille’s Cinna, Sertorius in the tragedy of 
that name s Perhaps England 
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m d’usage, qui connoissc un peu la cour des pnnces, les maneges des 
courtisans, les jalousies des mimstres, et les tracassenes des femmes, et k 
qui je disc en confidence “Mon aim, il se fait dans le serrail des mouve- 
mens tembles Le pnnce, mecontent de son fils, en qui il soup^onne de la 
passion pour la Mammonbanda,^ cst homme k tirer de tons les deux la 
vengeance la plus cruelle, cette aventure aura, selon toutes les apparences, 
des suites facheuses ® Si vous voulez, je vous rendrai t^moin de tout ce qm 
se passera ” Il accepte ma proposiuon, et je le mene dans une loge griU^e, 
d’oii il voit le theatre, qu’il prend pour le palais du sultan Croyez-vous 
que, malgre tout le s6riettx que j’affecterois, I’lllusion de cet homme durat 
un instant^ Ne conviendrez-vous pas au contraire qu’^ la demarche 
empes6e des acteurs, k la bizarrene de leurs vetemens, i I’extravagance 
de leurs gestes, a I’emphase d’un langage singulier, rimi, cadence, et 
a mille autres dissonances qui le frapperont, il doit m’^clater au nez dis 
la premiere scene, et me declarer ou que je me joue de lui, ou que le 
prince et toute sa cour extravaguent^ 

Je vous avoue, dit Selim, que cette supposition me frappe, mais ne 
pourroit-on pas vous observer qu’on se rend au spectacle avec la persuasion 
que e’est I’lmitation d’un evdnement, et non I’^venement meme qu’on y 
verra^ 

Et cette persuasion, reprit Mirzoza, doit-elle empecher qu’on n’y repri- 
sente I’ev^nement de la maniere la plus naturelle^ 


DRAMA AND HISTORY 

The problems of imitation and illusion assume a more complicated 
form in the case of dramas dealing with historical themes Here there 
can be little question of deceiving the spectator by realism into 
thinking that he is viewing an actual happening Nor is it always 
possible, Lessing argues, for the dramatist to be ‘true’ to history, 
concerning which we are often so ill-informed (xix, 23) , and even if 
It were possible, it would not always be desirable The dramatic poet 
is no historian (xi, 29) , he does not describe what has happened or 
what IS believed to have happened, he reconstructs the course of 
events before our eyes — not merely for the sake of historical truth, 
but with a higher purpose ^ In St xix, during the discussion of 

' Probably Mane, the wife of Louis XV (cp (Euvres Computes, ed cit iv, p 138) 

* The situation resembles that of Racine’s Phidre, Act iv 
® Cp on this subject D’Aubignac, Pratique du Theatre, 11, chap 1 {ed at 1, p 58) 

‘ [Les Poetes] prennent de I’Histoire ce qui leur est propre, et y changent le reste 
pour en faire leurs Poemes, et e’est une pensce bien ridicule d’aller au Theatre 
apprendre I’Histoire La Scene ne donne point les choses comme elles ont dt^, 
mais comme elles devoient 6tre ’ 
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De Belloy’s ^elmire, Lessing reminds his readers (15) that Aristotle 
had decided long ago how far the poet had to concern himself with 
history he asks no more from it than will provide him with a suitable 
plot in which he can embody his purpose Aristotle’s statement’^ had, 
in fact, left no room fur any ambiguity of mterpretation Batteux had 
already made this clear 

Aristote compare la Poesie avec I’Histoire Leur difference, selon lui, 
n’cst point dans la forme ni dans Ic style, mais dans le fonds des choses 
Mais comment y est-elle^ L’Histoire peint ce qui a 6t6 fait la Poesie, ce 
qui a pu etre fait L’une est ]i6e au vrai, ellc ne cr^e ni actions, ni acteurs 
L’autre n’est tenue qu’au vraisemblable elle invente elle imagine a son 
gr^ elle peint de tete L’Histonen donne des exemples tels qu’ils sont, 
souvent imparfaits Le Poete les donne tels qu’ils doivent etre Et c’est 
pour cela que, selon le meme Philosophe, la Poesie est une legon bien plus 
instructive que I’Histoire ^ 

And Dacier had remarked in a note to his PoHique d’ Aristote 

L’Historien ne fait pas sa matidre, il ne dit que ce qu’il s^ait, et on n’en 
demande pas d’avantage, pourvu qu’il s’attache umquement k la verity 
II n’en est pas de meme du Poete, comme c’est luy qui est I’Auteur de sa 
mati6re, il ne suit que la necessite ou la vray-semblance, c’est-a-dire, que 
tout ce qu’il dit a pu ou du amver, comme il le dit, et si quelquefois il tire 
quelque chose de I’Histoire, ce n’est qu’autant que I’Histoire peut I’accom- 
moder, et qu’elle luy fournit des sujets, comme il auroit pu les femdre, car 
autrement il y change tout ce qui ne I’accommode pas * 

' Chap IX of the Poetics, Lessing’s own translation will be found in St Lxxxix 
(ai ff) 

* Pnnctpes de la littiraiuTe, i, i, chap iii {ed cit i, pp 28 f ) In another passage, in 
the section on the epic, iv, chap 1 {ed cit 11, pp 179 f), we find ‘L’Histoire est 
consacrde k la v6ritc C’est un temoin qui depose, qui presente les fails tels qu’ils 
sont, sans les alt^rer, ni les embellir L’Epopee au contraire ne vit que de men- 
songes ellc invente tout ce qu’elle raconte, et ne connoit d’autres homes que celles 
de la possibihte L’Histoire presente les fails sans songer k plaire par la singularity 

des causes, ou desmoyens C’est lepoi trait des temps el des homines, par consequent 
I’lmage de I’lnconstance et du caprice, de mille variations, qui semblent I’ouvrage 
du hazard et de la fortune L’Epopee ne raconte qu’une action, et non plusieurs 
Cette action est essentiellement intyressante ses parties sont concert6es ses causes 
sont vraisemblables ses acteurs ont des caract^res marques, des mceurs soutenues 
c’est un tout, entier, proportionne, ordonne, parfaitement li^ dans toutes ses 
parties 

® Ed cit pp 136 f Curtius virtually repeats this note {op cit pp 148 f) Cp 
also the section ‘Du plan de la Trag^die* in Diderot, De la poisie dramahque {CEumes 
computes, ed cit vii, pp 327 ff , Lessing’s translation, nt 11, pp 289 ff) 



Imitation and Illusion 439 

If, Lessing continues (xix, 21), the histoncal facts happen to suit 
the poet’s purpose, he will use them with satisfaction, but it is not 
necessary for him to search for facts, or to be bound by them , it will 
avail him litde to turn to his history books ^ Lessing’s statement of 
the case here was occasioned by the review of De Belloy’s Z^lmire in 
the Journal encjclopMique for July i, 1762 (pp lor ff ), where the critic 
had expressed a predilection for historical tragedy He had written 
(pp 123 f) 

Nous aimerions bien mieux un sujet historique Les annales du monde si 
ficondes en crimes fameux, sont un champ mepuisable pour Melpomene 
La Trag^die n’est faite que pour proposer i I’admiration et i limitation 
des Citoyens, les actions des grands hommes G’est en meme terns payer 
le tribut que la postdnte doit a leurs manes, et embraser nos Contemporains 
de la noble ardeur de les suivre Ainsi pensoient les Grecs, ainsi ont pens6 
presque toujours nos illustres modernes Qu’on ne disc point que ^oire, 
Alzire et Mahomet, sont des sujets de pure fiction Les noms des deux 
premieres pieces sont imagines , mais le fond des faits est historique II y a 
eu en effet des Groisades, oii Ics Ghretiens et les Ottomans tantot vamcus, 
tantot vainqueurs, se sont hais et egorges pour la gloire d’un Dieu leur pere 
commun La conquete du Perou a reellement fait naitre ces contrastes si 
heureux et si sublimes des moeuis des Europeans et des Americams, 
du Fanatisme et de la veritable Religion Pour la Trag^die de Mahomet, 
elle est le precis, osons le dire, I’esprit de toute la vie de ce fourbe, elle est 
encore le fanatisme mis en action, et la plus belle, la plus philosophique 
peinture qui fut jamais de ce dangereux monstre 

And in the same journal for May 15, 1765, with reference to Le Siige 
de Calais, the view had been expressed 

M deB[elloy] assure, avec raison, qucc’esten excitant la v6n6ration de 
la France pour les Grands hommes qu’elle a produits, qu’on parviendra k 
mspirer k la nation une estime et un respect pour elle meme, qui seuls 
peuvcnt la rendre ce qu’elle a etc autrefois G’est par la que les tragiques 
Grecs entretenoient le patriotisme et I’amour de la liberty dans I’ame de 
leurs Spectateurs, ils n’alloient chercher leurs sujets que dans leur 
histoire ^ 

^ C B Boxberger, Einzelheiten uher Voltaire bei Lessing, Dresden, 1879, p 29, 
suggests that possibly Lessing was here thinking of a remark in Voltaire’s Dissertation 
prefixed to Simiramis (see (Euvres, ed at ix, p 1 8) ‘ un sujet de pure invention, 
et un sujet vrai, mais ignore, sont absolument la mfme chose pour les spectateurs, 
et comme notre sc^ne embrasse des sujets de tous les terns et de tous les pays, il 
faudrait qu’un spectateur allat consulter tous les hvres, avant qu’il sUt si ce qu’on 
lui represente est fabuleux ou historique il ne prend pas assortment cette peine ' 

’ Journal encyclopddique. May 15, 1765, p too 
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This argument Lessing cannot accept (xix, 32) the purpose of the 
theatre is not to perpetuate the memory of great men In the theatre 
we are not to learn what this or that individual has done in the past, 
but what every individual of a certain character in certain given 
circumstances will do The purpose of tragedy (37) is, as Aristotle 
had said in the ninth chapter of the Foetus, much more philosophical 
than the purpose of history Moreover, he argues in a later section 
(xxxii, 2), It IS a mistake to think that the tragedy of Greece was 
invented to revive the memory of great and strange events , that its 
business was to step in the footsteps of history, and look neither to 
right nor left Thespis was quite unconcerned with historical ac- 
curacy 

Lessing’s criticism of Thomas Corneille’s Graf von Essex (xxir-xxv) 
IS almost exclusively concerned with this question of the attitude of 
the tragic poet to history , and we have seen how he waxes indignant 
over Voltaire’s carping criticism of the poet for his lack of historical 
accuracy ^ Corneille’s ignorance of history, he argues, is really of 
no importance, his tragedy is not one whit better or worse as a 
tragedy because he has used historical names Why, Lessing asks 
(xxiu, 1 18), does a poet use real names at all for his characters^ Does 
he choose them because the characters which history associates with 
these names correspond to the needs of his story Does the story come 
first or do the characters^ If it is the characters who come first, the 
attitude of the poet to historical truth is clear he may depart from 
the actual facts of history as widely as he likes ‘Nur die Charaktere 
sind ihm heilig , diese zu verstarken, diese in ihrem besten Lichte zu 
zeigen, 1st allcs, was cr von dem Seinigen dabey hinzuthun darf, die 


1 See above, pp 183 fF and cp below, p 444 Lessing is, however, unjust to 
Voltaire’s criticism of Corneille, for Voltaire was no stickler for absolute historical 
accuracy on the part of the poet He demanded adherence to the events of history 
in a case such as that of the Comte d’Esscx, where the farts — this at least was his 
contention — ^were too well known to be violated with impunity Cp Thi&tre de 
Pierre Corneille, avee des Commentaires, ed cit x, p 259 ‘ II n’est pas permis de falsifier 
k ce point une histoire si ricente, et de trader avec tant d’mdigmte des hommes de la 
plus grande naissance et du plus grand merite ’, but also ibid pp 26a f ‘On 
demande jusqu’k quel point il est permis de falsifier I’lustoire dans un poeme^ 
Je ne crois pas qu’on puisse changer sans d^pjaire, les faits ni meme les caract^res 
connus du public Mais quand les evfeemens qu'on trade sont ignores d’une 
nation, I’auteur en est absolument le maitre Presque personne en France du terns 
de Thomas Corneille n’^tait mstruit de I’histoire d’Angleterre, aujourd’hui un poete 
devrait 6tre plus circonspect ’ 
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geringste wesentliche Ver^derung wiirde die Ursache aufheben, 
warum sie diese und mcht andere Namen fuhren 

Some years previously Lessing had expressed a similar opinion m 
a review in the Litteraturbnefe 

Der Dichter 1st Herr uber die Geschichte, und er kann die Begeben- 
heiten so nahe zusammen rucken, als er wdl Ich meinte, nur der 
Verfasser der Pansischen Bluthochzeit [Gottsched] stehe in dem 
schulerhaften Wahne, dass der Dichter an eincr Begebenheit, die er auf die 
tragische Buhne bnngen wolle, welter nichts andern durfte, als was mit 
den Einheiten mcht bestehen wolle, ubngens aber genau bey den Charak- 
teren, wie sie die Geschichte von semen Helden entwirft, bleiben musse * 

The question of the use of historical names is discussed by Aristotle 
in his ninth chapter (Lessing quotes the passage in St lxxxix (43 ff ) 
with reference to Diderot’s view of the alleged difference between the 
characters of tragedy and comedy) As Petersen has pointed out 
[ed at p 205), Lessing inclines not a little in St xxiii to the notorious 
recipe for writing tragedy in the following passage of Gottsched’s 
Cntische Dichtkunst (ed of 1737, p 674) 

Der Poet wahlet sich einen moralischen Lehrsatr, den er semen 
Zuschauern auf cine sinnhche Art einpragcn will Dazu ersinnt er sich 
cine allgememe Fabel, daraus die Wahrheit ernes Satzes erhellet Hier- 
nachst sucht er m der Histone solche beruhmte Leute, denen etwas 
ahnliches begegnet 1st Und von diesen entlehnet er die Namen, fur die 
Personen seiner Fabel, um derselben also em Ansehen zu gebcn Er 
erdenket sodann alle Umstande dazu, um die Hauptfabel recht wahrschem- 
lich zu machen, und das werden die Zwischenfabeln, oder Episodia 
genannt Dieses theilt er dann m funf Stuckc ein, die ungefehr gleich gross 
sind, und ordnet sie so, dass naturhcher Weisc das letzterc aus dem 
vorhergehenden fliesset Bekummert sich aber weiter mcht, ob alles m der 
Histone so und mcht anders geheissen haben 

Lessing returns to this matter of names a few pages later in St 
XXIV (59) he insists that tragedy is not history in dialogue for the 
purposes of tragedy history is nothing more than a storehouse of 


^ A critic in the Journal encydopedique for July 15, 1764, reviewing Voltaire’s 
edition of Corneille, had said with reference to Le Comte d’ Essex (pp 36 f ) ‘ Con- 
serves I’umte dans le caract^re, mais varies le par mille nuances, tant&t par des 
soup^ons, par des craintes, par des esperances, par des reconciliations et d^s 
ruptures, tantdt par un incident qui donne d tout une face nouvelle ’ ,< 

• Litteraturbriefe, No Ixiu, October 18, 1759, ed at iv, pp 246, 250, Schpiften, 
viii, pp 168, 170, also referred to by Petersen, ed cit p 206 



442 Lessing's Dramatic Theory 

names with which we are wont to associate certain characters If the 
poet finds in lustory circumstances suitable for the adornment or 
individualisation of his theme, let him by all means make use of them 
But this should no more be regarded as a ment than should the 
ignonng of the facts of history be regarded as a crime On another 
occasion (lvii, 9) Lessing finds that Banks in his Earl of Essex has kept 
too closely to history ‘ Ein Charakter, der sich so leicht vergisst, 1st 
kein Charakter, und eben daher der dramatischen Nachahmung 
unwurdig In der Geschichte kann man dergleichen Widerspruche 
mit sich selbst, fur Verstellung halten, well wir in der Geschichte doch 
selten das Innerste des Herzens kcnnen lernen aber in dem Drama 
werden wir mit dem Helden allzuvertraut, als dass wir nicht gleich 
wissen sollten, ob seine Gesinnungen wirklich mit den Handlungen, 
die wir ihm mcht zugetrauet hatten, ubereinstimmen, oder nicht Ja, 
sie mogen es, oder sie mog^n es mcht der tragische Dichter kann ihn 
in beiden Fallen nicht recht nutzen Ohne Verstellung fallt der 
Charakter weg, bey der Verstellung die Wurde desselben ’ 

Lessing’s dictum that characters must be much more sacred to the 
poet than facts is further developed in St xxxm, where Favart’s 
Solirmn II is compared with the tale by Marmontel of which it is a 
dramatisation The French reviewer of Favart’s play in the Journal 
encyclopedtque of January 15, 1762 had asked (p 80) ‘Un Poete, un 
Conteur, quelque licence qu’on leur ait donnee, peuvent-ils I’etendre 
sur les caracteres connus^ Maitres de changer dans les faits, ont-ils 
le droit de peindre Lucrfece coquette, et Socrate galant^’ Lessing 
agrees that Marmontel (and, in consequence Favart, who adopts his 
faults, but for different reasons) can hardly be defended (xxxiv, 24 ff , 
13611 ) instead of making the facts of the story appear as naturally 
resulting from the characters, both writers reverse the process 
Characters are ‘more sacred’ than the actions in which they are 
involved, first, because if the characters are thoroughly understood, 
their actions — the facts — cannot be very different, whether in history 
or in fiction, while on the other hand, the same kind of fact or action 
can be deduced from different characters Secondly, we learn nothing 
from a mere statement of facts, but only from our knowledge that 
such and such characters under such and such circumstances do or 
think certain things — must indeed do or think them The poet has 
thus to make his choice between the different kinds of actions for 
which a given character under given circumstances is responsible, 
whether they be provided by history or be merely in accordance with 
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the moral purpose of his fiction If he choose other than historical 
characters, he should avoid giving them historical names, it is better 
to attribute the known facts to quite unknown persons than to impose 
on known persons characters, actions or motives which may not have 
been theirs The facts then are merely adventitious and accidental ; 
they may be common to different persons, but the characters are 
essential, they brook no contradiction or inconsistency (xxxiii, 159) 

This statement receives considerable elucidation from a passage in 
Johann Elias Schlegel’s Vergletchung Shakespears und Andreas Gryphs,^ 
which Lessing may well have had in mind 

Man kann den Gharakter einer Person, die in der Histone bekannt 1st, 
zwar in etwas andern, und entweder hoher treiben, oder etwas weniger 
von semen Tugenden und Eastern in ihm abbilden, als die Geschichte ihm 
zuschreibt Aber wenii man weiter gehen wollte, so wurde man mit seiner 
Menschenmacherey mehr zum Romanenschreiber, als zum Dichter, 
werden, und es wurde lacherlich seyn, so oft einem ein Fehler vorgeworfen 
wird, den man wider den Gharakter begangen hat, sich damit zu ent- 
schuldigen, dass man seine Menschen sdber macht Man wird mir 
erlauben, dass ich, um den Worth dieser grossen Fugend des Shakespear 
recht ms Licht zu setzen, einc Ausschweifung auf andre Nationen mache, 
welche sich zuweilen nicht undeutlich zu ruhmen scheinen, dass ihre 
theatralischen Personen zwar die Namen der histonschen Personen fuhren, 
aber von denselben ganz unterschieden smd Denn sind es Namen, die m 
der Histone bekannt smd, so wird emem Zuschauer, der nicht ungelehrt 
1st, indem er diesen Namen liort, auch dieser Gharakter beyfallen Und 
an statt, dass er ein Vergnugen uber die Aehnlichkeit, die der nachgeahmte 
Held mit dem wahren hat, empfindcn sollte, so wird er em Misvergnugen 
uber die Unahnlichkeit erapfinden Dieses wird nicht so leicht geschehen, 
wenn der Gharakter in den Hauptumstanden ahnlich, und nur in Neben- 
umstanden verandert wird Man pflegt, auch von den grossten Helden, 
nur ihre Haupttugenden und ihre Hauptlaster im Gedachtnisse zu behalten 
Unahnlichkeiten, die nicht merklich smd, smd in Absicht auf unsre Emp- 
findung keine Unahnlichkeiten Dennoch ist es nicht zu laugnen, dass ein 
Gharakter, welcher auch die klemsten Zuge des histonschen nachmalet, 
deswegen hoch zu schatzen sey, wed er auch die genauesten Kenner der 
Geschichte, welche die Aehnlichkeit am besten beurtheilen konnen, 
befnedigen wird Hingegen wird em selbstgemachter Held den grossten 
Vortheil darmnen haben, dass die Zuge desselben viel verwegner sctiemen 
Aber je kunstlicher die Bildung seines Gharakters ist, desto gefahrhcher 
Wird sie auch seyn, wed man leicht Dmge, die nicht seyn konnen, malen 
wird, wenn man Dmge malt die nicht smd Man findet die Gemuths- 
bewegungen viel heftiger und ausgedruckter m den Gesichtern abgebildet, 

* Werke, ed cil iii, pp 48 ff 
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die der Maler selbst gedichtet hat Em Contrefey, welches nach einem 
Menschen gemacht ist, zeiget hingegea mehrentheils Gelassenheit, oder 
doch nur gelinde Gemuthsbewegungen Es ist also eine erlaubte Kuhnheit, 
seme Helden selbst zu machen, wenn sie nur die Geschichte mcht offenbar 
Lugen strafen Es ist keine Kunst, seiner Einbildung den Zugel schiessen 
zu lassen, und sein Hirngespinst alsdann unter dem ersten Namen zu 
verkaufen, der einem in den Mund kommt Und es ist eine lobenswurdige 
Muhsamkeit, die innersten Winkel der Geschichte zu durchstoren, und 
den alten Helden wieder lebendig zu machen Wer das erste thut, der wird 
leicht unwahrscheinlich, wer das andre thut, ist es schon, und wer den 
dntten Weg erwahlet, der ist sicher, es mcht leicht zu werden 

It is not historical truth, Lessing argues (xix, 28) that makes a 
poetic theme or a fiction credible, but its ‘ inner vensimihtude ’ , ^ and 
again we are reminded of Aristotle’s statement that the purpose of 
tragedy is more philosophical than that of history In his vigorous 
defence of Corneille against Voltaire (xxxi, 136) Lessing gives 
trenchant expression to his conviction ‘Allerdmgs durfte Corneille 
mit den histonschen Umstanden nach Gutdunkcn verfahren Er 
durfte, z E Rodogunen so jung annehmen, als er wollte, und 
Voltaire hat sehr Unrecht, wenn er auch hier wiederum aus der 
Geschichte nachrechnet, dass Rodogune so jung mcht konne gewesen 
seyn, sie habe den Demetrius geheyrathet, als die beiden Prmzen 
noch in ihrer Kindheit gewesen waren Was geht das dem Dichter 
an^ Seme Rodogune hat den Demetrius gar mcht geheyrathet, sie 
war sehr jung, als sie der Vater heyrathen wollte Voltaire 1st nut 
seiner histonschen Controlle ganz unleidhch Wenn er doch lieber 
die Data in seiner allgemeinen Weltgeschichte dafur verificiren 
wollte ' ’ 

In the further discussion of Rodogune Lessing deals (xxxii, 37) with 
the poet’s attitude to the improbable in history If he be a true poet, 
he will make it his business to convert the improbable into the probable 
by arranging the events and moulding the characters m such a way 
that what happens not only may, but must happen If he follow this 
course, he cannot fail As Johann Elias Schlegel had said ‘ So bald 
ein Poet sich bemuht, seme Charaktere vom Anfange bis zu Ende 

* Curtius m his Abhandlung von der Wahrscheinhchkeit [Aristoteles Dichtkunsl, ed at 
p 401) had defined this ‘Die mnerhchc Wahrscheinhchkeit beruhet auf den 
Grunden, welche die Sache wirklich in sich hat Je starker diese Grunde sind, desto 
naher granzet der Satz an die Wahrheit, und desto grosser, ist die innerliche 
Wahrscheinlichkeit ’ 
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wohl auszudrucken, so wird auch sein Ausdruck schon seyn.’^ He 
need have no fear of failing to fill his five acts, on the contrary, they 
may prove too short for all they must contain On the other hand 
(68), the inferior poet rejoices in improbabilities of plot — as does 
Corneille in Rodogune, he heaps improbability upon improbability, 
and in a few weeks his tragedy is finished, to be read or forgotten, 
to be admired or buried, ‘denn “et habent sua fata libelli”’ * It is 
characteristic of Lessing’s whole attitude to the problems of mutation 
and illusion that his inveterate antagonism to the tragedie classique 
should be based, not on a dislike of offences against historical accuracy, 
but on the conviction that a type of tragedy governed by artificial 
laws and restrictions offends against the ordinary human sense of how 
things happen in the world He defends Thomas Corneille, as we 
have seen, against Voltaire’s trivial hunt for historical errors in Le 
Comte d.’ Essex, and the lack of historical truth in Rodogune does not 
disturb him But tragedies of this kind, he contends, cannot success- 
fully create illusion Events are absurdly crowded together to satisfy 
meaningless unities of time and place , the poet offers us a complicated 
and obviously manufactured intrigue which goes beyond all reasonable 
probability 


THE SUPERNATURAL IN DRAMA 

Consideration of the dramatist’s attitude to history leads to another 
of the problems of imitation and illusion the poet’s attitude to the 
supernatural The student of older artes poetice is accustomed to the 
large amount of space devoted to ‘le merveilleux’ — its legitimacy and 
Its poetic function Batteux, for instance, states that whereas history 
IS ‘le recit veritable d’ actions naturelles’, the epic is distinguished 
from It by being ‘le recit poetique d’une action merveilleusc ’ ® From 
the preliminary invocation to the muse of the poet onwards, the 
supernatural was regarded as a peculiar adjunct of the epic But 
Lessing is not concerned with such wider questions, the problem 

1 Gedanken zot Atifnahme des danischen Theaters {Werke, ed cit in, p 291) 

“ Cosack points out (0/1 cit p 205) that this is a reminiscence of Voltaire’s letter 
to Maffei (Preface to Merope, CEuvres, ed cit vin, pp 220 f ) ‘ cependant elle 
[Amasis, by de la Grange] n’eut pas d’abord un sucefes eclatant, et habent sua fata 
Itbelli ’ The original passage — it is from Terentianus Maurus — has no ‘et’, it 
reads ‘pro captu lectoris habent sua fata Iibelli’ (1 1286, Terenliam Maun De littens 
syltabis et metris liber, ed C Lachmannus, Berlin, 1836, p 44) 

® Pnncipes de la htterature, ed cit 11, p 181 
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arises in connexion with a concrete case — Voltaire’s Simirarras. In his 
preface to this play, in which he brought a ghost upon the stage, 
Voltaire raised the general question He defended his ghost (xi, 5) 
not as a poetic expedient, but on historical grounds, for all antiquity, 
he said, believed in the existence of ghosts ( (Euvres, ed cit ix, pp 25 f ) 

on disait et on dcnvait de tous cotes, que Ton ne croit plus aux 
revenans, et que les apparitions des morts ne peuvent fitre que pu^riles 
aux yeux d’une Nation ^clairee Quoi* toute I’Antiquit^ aura cru ces 
prodiges, et il ne sera pas permis de se conformer k I’Antiquiti^ Quoi ' 
notre Religion aura consacre ces coups extraordinaires de la Providence, 
et il serait ridicule de les renouveller^ 

Les Romains Philosophes ne croyaient pas aux revenans du terns des 
Empereurs, et cependant le jeune Pompee dvoque une ombre dans la 
Pharsale Les Anglais ne croyent pas assurement plus que les Romains aux 
revenans, cependant ils voyent tous les jours avec plaisir dans la Trag^die 
d’Hamkt, I’ombre d’un Roi qui parait sur le Theatre dans une occasion k 
peu pris semblable i celle oil I’on a vu a Pans le spectre de Minus 

The question of the admissibility of ghosts in tragedies had also 
been discussed by Curtius m his Cntische Abhandlungen und Gedichte 
(Hanover, 1760) Curtius does not approve of Voltaire, he says 

Die Dichter des Alterthums folgeten den Vorurtheilen, und der Denk- 
ungsart ilirer Zeiten was 1st billiger, als dass sich unsere Dichter nach 
den Vorurtheilen des Alters und der Nation richten, in welchem, und fur 
welche sie schreiben 

And, like Lessing, he makes an exception in the case of the ghost in 
Hamlet, because ‘diese Erscheinung aber hat sonst so viele Schon- 
heiten, dass man dcm Dichter fur seme Abweichung von den gewohn- 
lichen Regeln danket ’ 1 

Lessing admits (xi, 22) that the ancients believed in ghosts, and 
that the Greek dramatists had consequently a right to introduce them, 
but has the modern dramatist the same right, he asks, when he takes 
his themes from those more superstitious times ^ This is the claim 
which Du Bos makes in a section ‘ De la vraisemblance en Poesie ’ 


1 Ed at pp 23, 24 The critic of Curtius’s book m the rfericAonen Wtssen- 

schafUn, vii (i), 1761, p 106, defended both Hamlet and Simiramis ‘Die Umstande 
aber, mit denen sie im Hammlet und in der Semiramis begleitet 1st, smd so be- 
schaffen, dass gewiss noch kein vernunftiger Mensch in dem Augenbheke der 
Vorslellung, seme Vernunft um Rath gefragt, ob es Gespenster gabe ’ 
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Un fait vraisemblable est un fait possible dans les circonstances oil on le 
fait amver . Comme le Poete est en. droit d’exiger de nous que nous 
trouvions possible tout ce qui paraissoiC possible dans les terns oil il met sa 
sctee, ct oil il transporte en quelque fa^on ses lecteurs, nous ne pouvons 
point, par exemplc, I’accuser de manquer a la vraisemblance, en supposant 
que Diane enleve Iphigeme pour la transporter dans la Tauride, dans le 
moment qu’on alloit sacrifier cette Princessc L’ev^nement itoit possible, 
suivant la th6ologie des Grecs de ce tems-14 

But Du Bos also recognised the difhculties of employing the super- 
natural, for he goes on 

Aprfes cela, que des personncs plus hardies que moi, osent marquer les 
bornes entre la vraisemblance et le merveilleux, par rapport i chaque 
genre de Poesie, par rapport au terns oil I’on suppose que I’evenement est 
arriv^, enfin par rapport a la credulite, plus ou moms grande, de ceux 
pour qui le Poeme est compost II me paroit trop difficile de placer ces 
bornes II ne me paroit done pas possible d’enseigner I’art de concilier 
le vraisemblable et le merveilleux Get art n’est qu’a la portae de ceux qui 
sont nes Poetes et grands Poetes C’est a eux qu’il est reservd de faire une 
alliance du merveilkux et du vraisemblable, ou I’un et I’autre ne perdent 
pas leurs droits '■ 

Lessing, rejecting in the main the argument of historical j'ustifica- 
tion, stresses these poetic possibilities The true poet (xi, 67) has full 
liberty to draw on this source of terror and pathos, if he can only 
develop the seed of belief in the supernatural which is implanted in 
us all — if he can, in fact, create illusion So Shakespeare is exalted, 
at the expense of Voltaire (76), because Shakespeare, in Hamlet, 
introduces his ghost in the right way As has already been pointed 
out, Lessing is rather less than fair to Voltaire in the comparison ^ 

In his approach to this problem Lessing was again clearly influenced 
by Mendelssohn The latter had written in the LittnatUTbnefe 

Je grosser die Gewalt ist, mit welcher der Dichter durch die Poesie in 
unsere Einbildungskraft wurkt, desto mehr ausserliche Action nann er 
sich erlauben, ohne der Poesie Abbruch zu thun, desto mehr muss er 
anwenden, wenn er die Tauschungen seiner Poesie machtig genug unter- 
stutzen will Sie kennen den Shakespear Sie wissen wie eigenmachtig 
er die Phantasie der Zuschauer gleichsam tyrannisirt, und wie leicht er sie, 
fast spielend aus einer Leidenschaft, aus einer Illusion in die andere wirft 
Aber wie viel Ungereimtheiten, wie viel mit den Regeln streitendes 
ubersiehet man ihm auch in der ausserlichen Action, und wie wenig 

' Reflexions critiques sur la Poesie et sur la Pemture, i, xxviii {ed cit i, pp 228 ff) 

“ See above, pp 224 f 
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merkts der Zuachauer, dessen ganze Aufmerksamkeit auf eine andere 
Seite beschaftiget ist ' Wer ist in England noch der tncredulus^ gewesen, 
dcr an der Eischcinung des Geists im Hamlet gezweiffelt hatte^ Wer 
das Gemuth so zu erhitzen, und in cinen solchen Taumcl von Lciden- 
schaften zu sturzen weis, als Shakespear, der hat die Achtsamkeit seines 
Zuschauers gleichsam gefesselt, und kann es wagen, vor dessen geblendeten 
Augen die abend theuerlichs ten Handlungcn vorgehen zu lassen, ohne zu 
befahren, dass solchcs den Betrug stohren werde Ein nicht so grosser 
Geist aber, der uns auf der Buhne noch Sinne und Bewusstseyn lasst, ist 
alle Augenblick in Gefahr Unglaubige anzutreffen “ 

The root of the matter, both for Mendelssohn and for Lessing, is thus 
the creation of poetic illusion 

* A reference to Horace, De ArU Poetica, i88 

* Litteraturbriefe, No Ixxxiv, February 14, 1760, ed v, pp in f , Gesammelte 
Schriften, ed cit iv, a, pp 16 f Cp Goldstein, 0/1 ci( p 181 



CHAPTER XVI 


GENIUS AND GOOD TASTE SOME POINTS OF 
FORM AND TECHNIQUE 

GENIUS 

An adequate history of the word ‘genius’ has not yet been written ^ 
But it would cover a very important section of the aesthetics of the 
eighteenth century , it would have to deal with the interpretations of 
the idea that came down from antiquity and the ‘ gdnie ’ of the first 
French translators of the Arabian Nights, through the contrast of ‘wit’ 
and ‘ gemus ’ in Warton’s Essay on Pope, to the conception of creative 
gemus in Shaftesbury and Young, and the aesthetic anarchism of the 
German ‘Geniezeit’ Lessing, standing as he did between the ra- 
tionalistic era and the individualist revolt which swept across Germany 
before he died, had some part in the development of the idea 

The word ‘Genie’ occurs with considerable frequency in the 
Hamburgtsche Dramaturgu , it is used, m the double sense which German, 
in common with other European languages, permits, for the quabty 
of genius^ and the possessor of that quality ^ 

The first thing which Lessing postulates of gemus is the power of 
achieving its end (i, 26) ‘ohne es zu wissen, ohne es sich langweihg 
zu erklaren’ This spontaneity of genius had been emphasised by 
Du Bos, in a passage which is quoted by Mendelssohn in a review of 
Sulzer’s treatise on gemus in the Litteraturbnefe,^ he had said 

On appelle genie, I’aptitude qu’un homme a regu de la nature, pour 
faire bien et facllement certaines choses, que les autres ne s^auroient faire 
que tr^s-mal, meme en prenant beaucoup de peine Nous appienons k 
faire les choses pour lesquelles nous avons du genie, avec autant de facility 
que nous en avons a parler notre langue naturelle ^ 

1 See H Wolf, Versuch etner GeschtchU des Geniebegnffs in der deuUchn Asthetik dts 
18 JahThimderts, i (Von Gottsched bis auf Lessing), Heidelberg, 1923 

* E g , II, 49, v, 52, [vi, 32] XII, loi, xviii, loi, XXVI, 127, XXX, 51, 66, 
XXXII, 60, XXXIV, 6, XXXVI, 127, XLii, 9, [xLni, 14], xliv, 68, ldc 122 

® E g , I, 26, VII, 15, XI, 46, XIV, 48, XVIII, 126, xxx, 38, 41, 42, 64, XXXIII, 102, 
XXXIV, 33, 35, 44, 47, 102, 109, XLii, 12, 26 

* hitUTatarbriefe, No xcii, April 3, 1760, Gesammelte Schriften, ed cit iv, 2, p 47. 

* inflexions critiques sur la Poeste et sur la Peintare, 11, 1 [ed cit 11, p 6) 
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And to this might be added a passage from a later article in the 
LitUratuThnefe 

Warum wird einem Geme sem ihm angemessenes Geschaft leicht^ Weil 
die ThJitigkeit seiner Seelenkraft sich grade bey diesem Gegenstande am 
wirksamsten erzeigt, well alle andre Fcdem der Kraft so gesetzt und 
gespannt sind, dass sie harmonisch zu einem gcmemschaftlichen Zwecke 
wirken, weil diese grossere Thatigkeit, diese Harmonie, die Seele nach 
wemgen Versuchen schnell zu einer Fertigkeit erhebt, m dieser ihr allein 
recht naturhchen Richtung zu wirken * 

In the first section of the Dramaturgie Lessing goes on to contrast 
(28) the gemus with the wit (‘der witzige Kopf’) ^ genius achieves 
‘what the mere wit tortures himself in vain to imitate’ And in 
St XXX (38) he discusses the superiority of genius For a gemus, he 
says, there is nothing lacking for a tragic drama in the facts con- 
cerning Rodogune, for a bungler (‘Stumper’) everything ‘Da 1st 
keine Liebe, da 1st keine Verwicklung, keine Erkennung, kein uner- 
warteter wunderbarer Zwischenfall, alles geht semen naturhchen 
Gang’ 

It is a distinctive characteristic of gemus that it works in harmony 
with nature (41) The natural course of things acts as a stimulus to 
gemus , It scares the inferior poet Gemus can only concern itself with 
happenings which are based on one another, with chains of causes 
and effects. To trace the latter to the former, to weigh the effect with 
its cause, to exclude the fortuitous, to make everything that takes 
place happen m such a way that it could not happen m any other 
way this is the task of genius, if it is working in the field of history 
to transmute the treasures of memory into nourishment for the mind ® 
On the other hand, the ‘wit’ is not interested m the interdependence 
of happenings, but merely asks whether they are similar or dissirmlar, 
if he attempts works which should be reserved for genius alone, he 
dwells on events which have nothing more m common than simul- 
taneity To link these events with one another, to weave their threads 
together and confuse them, so that we are unable to keep them 
apart and are plunged from one surprise into another this (56) is all 
that mere wit can do This is perhaps Lessing’s most important pro- 

* Ltttetaturbrwfe, No cccxvii, March 7, 1765, ed at xxii, p 27 

• This phrase occurs again in x, 28, xxiv, 24, xxx, 64, xxxii, 69, Lxxxiv, 
40 

“ Cp also Lxxnc, 66 ff for a similar description of the poet’s function 
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nouncement on the nature of genius, it is at all events the one m 
which, as far as I can see, he is least specifically indebted to sug- 
gestion from outside 

Later in the DramatUTgie (lxx, 66) Lessing returns to this question 
of the attitude of genius towards the process of nature ‘ In der Natur 
1st all es nut allem verbunden U m endliche Geister an dem Genusse 
desselben Antheil nehmen zu lassen, mussten diese das Vermogen 
erhalten, ihr Schranken zu geben, die sie nicht hat, das Vermogen 
abzusondem, und ihre Aufmerksamkcit nach Gutdunken lenken zu 
konnen Die Bestimmung der Kunst 1st, uns in dem Reiche des 
Schonen dieser Absonderung zu uberhcben, uns die Fixirung unserer 
Aufmerksamkcit zu erleichtern ’ This is an essential opimon of 
Mendelssohn’s The latter’s most complete statement of it is to 
be found in Uber die Hauptgrundsatte der schonen Kunste und fVtssen- 
sckaften 

Man siehet hieraus, in wclchem Fallc cs dcr Kunst zukomme, die Natur 
ZU verlassen, und die Gegenstande nicht vohig so nachzubilden, wie sie im 
Urbilde anzutreffcn sind Die Natur hat einen unermcsslichen Plan Die 
Mannigfaltigkeit desselben erstreckt sich vom unendhch Kleinen bis ms 
unendlich Crosse, und seme Einheit ist uber alles Erstaunen hmweg Die 
Schonheit der ausserlichen Formen uberhaupt, 1st nur em sehr gennger 
Theil von ihren Absichten, und sie hat diesel be zuweilen grossern Absichten 
nachsetzen mussen Ist es also wohl tnoghch, dass der eingeschrankte 
Raum, welchen wir von der Natur betrachten konnen, dass dieser Raum 
in so fern er uns in die Smne fallt, alle Eigenschaften der idealischen 
Schonheit erschopfen sollte^ 

Der menschliche Kunstler hingegen wahlt sich einen Umfang, der semen 
Kraften angemessen 1st Seme Absichten sind so eingeschrankt, als seme 
Fahigkeiten Sein ganzer Endzweck 1st, die Schonheiten die in die mensch- 
liche Smne fallen, in einem cingeschrankten Bezirke vorzustellen Er 
wind also den idealischen Schonheiten naher kommen konnen, als die 
Natur in diesem oder jenem Theile gekommen ist, well ihn keine hoheren 
Absichten zu Abweichungen vcranlassen W as sic in verschiedcnen Gegen- 
standen ztrstreuet hat, versammelt er in emem einzigen Gesichtspunkte, 
bildet sich ein Ganzes daraus, und bemuhet sich, es so vorzustellen, wie es 
die Natur vorgestellt haben wurde, wenn die Schonheit dieses begranzten 
Gegenstandes ihre einzige Absicht gewesen ware Nichts anders als dieses 
bedeuten die gewolmlichen Ausdrucke der Kunstler die Natur ver- 
schonern, die schone Natur nachahmen usw Sie wollen cmen 
gewissen Gegenstand so abbilden, wie ihn Gott geschaffen haben wurde, 
wenn die sinnliche Schonheit sem hochster Endzweck gewesen ware, und 
ihn also keine wichtigeren Endzwecke zu Abweichungen hatten veranlassen 
konnen Dieses 1st die vollkommenste idealischc Schonheit, die in der 
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Natur nirgend anders, als im Ganzen anzutrcHen, und in den Werken der 
Kuiut vielJeicht me volhg zu eireichen ist 

Der Kunstler muss sich also uber die gemeine Natur erheben, und well 
die Schonheit sein einziger Endzweck ist; so steht es ihm frey, dieselbe 
allenthalben in semen Werken zu koncentriren, damit sie uns staiker 
ruhre ^ 

The result of Lessing’s discussion of genius in St xxx is the con- 
clusion that Corneille, in his handling of the theme of Rodogune, has 
shown himself not a gemus, but a ‘witziger Kopf’ (63) ‘Das Genie 
liebt Einfalt, der Witz, Verwicklung ’ So, too, Diderot had insisted 
on simplicity as characteristic of the work of genius ‘ O mon ami, 
que la simplicite est belle ' ’ “ 

The contrast of genius and wit was of English origin Gustav 
Kettner is doubdess correct in tracing it to Joseph Warton’s Essay 
on the Genius and Writings of Pope^ which had been translated into 
German in 1 763 in the sixth part of the Sammlung vermischter Schnften 
Ztir Bejorderung der schonen Wissemchaften und derfreyen Kunste (pp iff)® 
Warton’s Essay was also reviewed at length by Mendelssohn in the 
Bibliothek der schonen Wissensehqften,* and it is quoted by Lessing him- 
self in the Litteraturbnefe ® The passage in Warton which has some 
bearing on the present question is the following (it occurs on p 2 of 
the 1 763 version, but I quote from the translation in Mendelssohn’s 
article, which was no doubt Lessing’s immediate source) * 

In der Zueignungsschrift an Dr Young sagt unser Verfasser „Ich 
habe Hochachtung fur das Andenken ernes Pope, ich verehre seme 
Talente, aber ich glaube mcht, dass cr die Vollkommenheit in seiner 
Kunst crreicht habe Man giebt, wic es scheinet, auf den Unterschicd 
mcht genug Achtung zwischen emem witzigen Kopfe, einem sinn- 
reichen Schriftsteller, (a man of sense) und ememwahren Dichter “ 

* Philosophuche Schnften, Berlin, 1777, 11, pp 1 14 ff , Gesammelu SchrifUn, ed cit 1, 
pp 288 f (The passage occurs, in shghtlv different forms, in the earliest version of 
the essay (see above, p 415, note i ), and in the separate edition of 1771, pp I4ff) 

’ De la poesK dramatique, GEwres computes, ed at vii, p 339, Lessing’s translation, 

P 324 

“ Cp G Kettner, Lessing und Shakespeare, in Neue Jahrbucher fur das klassische 
Altertum, Geschichte und deutsche Literatur und fur Padagogik, xix, 1907, p 272 

* w (1), 1758, pp 500 ff and IV (11), 1759, pp 627 IT , Gesammelu SchnfUn, ed 
at IV, I , pp 388 ff 

* Litteraturbriefe, No cm. May 8, 1760, SchnfUn, vm, p 230 

* Bibliothek der schonen WissenschafUn, iv (1), 1758, p 502, Gesammelu SchnfUn, 
ed at IV, I, p 389 
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A little later m the Dramaturgu Lessing contrasts the genius with 
the ‘ kleine Kunstler ’ (xxxiv, i o i ) ‘ Mit Absicht dichten, nut Absicht 
nachakmen, ist das, was das Geme von den kleinen Kunstlern unter- 
scheidet ’ Here he may possibly have been thinking of Mendelssohn’s 
dictum m his Betracktungen uber die Qyellen and Verbindungen der schonen 
Kunste und Wusenschaften ‘Das Geme erfordert erne Vollkommcnheit 
aller Seelenkrafte, und eine Uberemstimmung derselben zu einem 
einzigen Endzwecke Again, in his discussion of Maffei (xlii, 6 ff ), 
Lessing contrasts ‘das Genie und der Dichter’ with the ‘Litterator’ 
and ‘ Versificateur ’ On this contrast, a passage from a review by 
Lessing in the Litteraturbnefe of May 8, 1760,^ may supply a com- 
mentary 

Ich habe gezweifelt, ob man dem Herrn Cramer ein poetisches 
Genie zugestehen konne Ich habe aber mit Vergnugen bekannt, dass er 
der vortrefflichste Versificateur ist Ich nehme beyde Ausdrucke 
so, wie sie die feinsten Kunstrichter der Englander und Franzosen nehmen 
“ Em poetisches Geme, sagt einer von den ersten [Nole Der Verfasser des 
Essav on the Writings and Genius of Pope S 1 1 1), den ich eben vor mir 
liegen habe, “ ist so ausserordentlich selten, that no cou[n]try in the succes- 
sion of many ages has produced above three or four persons that deserve the 
title The mart of rhymes may be easily found, but the genuine poet, of a 
lively plastic imagination, the true Maker or Creator, is so uncommon a 
prodigy Ist dcnn ein Versificateur mchts als ein Reimer^ Kann man 
der vortrefflichste Versificateur seyn, ohne ein Mann von vielem 
Witze, von viclem Verstande, von vielem Geschmacke zu seyn^ Diderot, 
der neueste, und unter den neuen unstreitig der beste franzosischc Kunst- 
richter, verbindet keinen germgern Begrif mit dem Namen eines Versi- 
ficateurs Quelle difference entre le VersificateuretlePoete ' Gependant 
ne croyez pas que je meprise le premier son talent est rare ® 

Genius must create, indeed, it may create a world entirely its own 
— a world different from ours, in which causes and effects (xxxiv, 30) 
may indeed follow another order but yet move equally towards a 
general effect of good ‘m short, the world of a genius, who — if I may 
be permitted to designate the nameless Creator by his noblest work — 
who, I say, in order to imitate the highest genius in little, transposes, 
interchanges, dimimshcs, intensifies and thereby creates a whole of 
his own which embodies his own purposes ' Above all, Lessing lays 

^ Bibbothek der schonen Wissenschaften, i (ii), i 757 > P ^ 3 ® above, p 415 

^ Litteraturbnefe, No cm, ed cit vi, pp 297 fl , Schnfun, viii, pp 229 f 

3 Xhe passage from Diderot is in De la poisie dramatigue, Qsuvrts computes, ed rit 
vii, p 332, Lessing’s translation, 11, pp 303! 
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stress on this quality of purpose in the work of genius ^ He may 
possibly have remembered Sulzer’s statement of the matter in his 
Untersuchung des Genies ® 

1st Witz erforderlich, in den Werken des Genies alles, was nut einem 
Vorwurfe in Beziehung steht, zu entdecken, so muss man auch nothwen- 
dig noch eine andere Fahigkeit danut verbinden, namlich die Grundlich- 
keit des Urtheils, um die Grossen solcher Beziehungen zu schatzen 
Man erlaube mir diesen Ausdruck, der zwar ein wenig zu gcometrisch ist, 
sich aber gut hieher zu schickcn scheint Ich erklare mich deutlicher Em 
Ding 1 st gemeimglich mit unzahligen andern verbunden, die Bande aber, 
die sie mit einander veremigen, sind nicht alle gleich stark Eins ist un- 
mittelbarer und wesentlicher mit einer Sache verbunden, als das andere 
Nun 1 st es klar, dass das Urtheil uber diese Grossen der Beziehung eine 
sehr wesentliche Eigenschaft des Genies ist Diese Eigcnschaft bringt in 
den Werken des Genies das hervor, was das schatzbarste ist Die Grund- 
lichkeit, Ordnung und Schonheit des Plans und der Anordnung eines 
Werks, die Wirksamkeit der Mittel, die Richtigkeit und Leichtigkeit der 
Verbindungen, die Subordination der Theile, welche den gleichen Fort- 
gang hervorbringt, den Geist m einer bestandigcn, aber manmgfaltigen 
Beschaftigung erhalt, und die grossen wesentlichen Schonheiten sowohl 
als die geringern und untergeordneten gleich angenehm und nothwendig 
macht, sind Folgen dieser Eigenschaft Durch sie erhalt jede Sache und 
jeder besondere Zug semen gehorigen Platz, um die Wirkung des Ganzen 
fuhlbarer zu machen Durch sie endhch kann man in semen Werken zu 
der edlen Einfalt gelangen, welche alles uberflussige verwirft, und nur 
wenige Mittel braucht, die grossen Wirkungen hervorzubringen, die fur 
eimge Werke der grossten Genies des Alterthums unsere Bewunderung 
erwecken “ 

Another characteristic, or rather privilege, of genius is to be able 
to commit mistakes ‘ It is vouchsafed to genius (xxxiv, 6) to ignore 
thousands of things which every schoolboy knows, not the acquired 
stores of memory, but what he is able to bring forth from himself, 
from his own feelings, constitutes his wealth,* what he may have 

* See above, pp 41 5, 450 

“ I quote this article as it was translated from the French in the Sammlung 
vermuchter Schnften zur Beforderung der schamn Wissenschaften und der freyen Kunste in 
1762 (v, 1, pp 137 ff The passage quoted occurs on pp 146 f) The idea may 
perhaps be traced to Shaftesbury 

* Cp also Mendelssohn’s review of Sulzer’s treatise cited below, p 455 

* Here Lessing refers to Pindar’s ode, Olymp ii, 94 <jo^oy d ttoAAii ctSws <f,va 
HaSoVTts Ad^poi irayyAoicrcria, Kopaiccy < 5 s, aKpavra yapverov Aio^ rrpos opmga 
6 etov ‘Wise IS he who knows many things through himself The learners chatter 
boldly and unceasingly like ravens against the divine bird of Zeus ’ 
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heard or read either he has forgotten again, or he is content to ignore 
It except in so far as it may suit his plan He thus transgresses, some- 
times from self-assurance, sometimes from pnde, sometimes inten- 
tionally and sometimes not, and so frequently, so crudely, that we 
other good people cannot be enough surprised ’ 

This aspect of gemus may have been suggested to Lessing by 
Mendelssohn, who in a review of Sulzer’s treatise on genius^ had 
quoted a passage from the Abb^ Trublet expressing a similar idea 

Der Abt Trublet hat hiervon einige sehr artige Gedanken ,,Wic 
kommts, fragt er, dass in manchem Werke, sehr matte Stellen und grobc 
Fehler, neben sehr grosse Schonheiten anzutreffen sind^ — -Die Antwort 1st 
leicht Der Verfasser war ein Genie. Dieselbe Ursache erzeugct seine 
Fehler und seine Schonheiten Man kann ihm das Talent, jene zu 
vermeiden, nicht geben, ohne ihm das wichtigere Talent, diese hervorzu- 
bnngen, zu benehmen Was er von Seiten der Kunst und des Geschmackes 
gewinnen wurde, das wurde er von Seiten der Einbildungskraft und dcs 
Genies, wieder verlieren — Wenn ein Werk ohne Fehler moglich ware, so 
musste cs einen mittelmassigen Menschen zum Verfasser haben 

And in another review — of Flogel’s Vermischte Beytrage zur Philosophie 
und den schonen Wissenschqften (Breslau, 1 762) which may also have been 
written by Mendelssohn — we find 


Warum sind viele Genies in fremden Fachern ausser dem ihrigen oft so 
stumpf, den Dummkopfen so ahnlich^ — Ihre Seele lebt nur in der Rich- 
tung, wohin sich ihre Thatigkeit aussert, in alien andern Richtungen 1st 
sie gleichsam todt Wie geht es sonst zu, dass man manche Gemes 
gekannt hat, (und wie viele unterdruckte bleiben uns unbekannt ') die in 
dem Fache, dahinein sie gezwungen worden, elende Stumper waren, 
und nun auf einmal ihr rechtes Feld finden, und sich als Meister darin 
zeigen'^^ 

For the development of aestheUc theory, however, perhaps the 
most significant claim for gemus which Lessing makes is that it may 
rise superior to rules In St vii (15) he says ‘Das Genie lacht uber 
alle die Grenzscheidungen der Kntik’, in St xi (45) he refers to 
‘Beyspiele wo das Genie aller unserer Philosophic trotzet’, and in 


1 Analyse du Genu, published ui Hisbnre de I’Aeadimu Royale des Sciences et Belles 
Lettres, Annie 1757 (Berlin, 1759, pp 392 ff ) 

* LitteratuTbnefe, No xcii, April 3, 1760, ed at vi, p 223, Gesammelle Schnjten, 
ed at IV, 2, p 51 The original of the passage, translated will be found in Abb 4 
N C J Trublet, Essais sur divers sujets de litUrature et de morale, Pans, 1 754-60, 111 
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St. xxxm (100) he speaks contemptuously of ‘alle die mechanischen 
Gesetze, nut denen sich kahJe KunstnchterherumschJagen, und deren 
Beobachtung sie lieber, dem Geme zum Trotze, zur einzigen Quelle 
der Vollkommenheit ernes Drama machen mochten’ 

This privilege of genius, which had been warmly defended by 
Mendelssohn, had been given general currency by Young’s Conjectures 
on Original Composition Here the critic had boldly asserted 

For unprescribed Beauties, and unexampled Excellence, which are 
Characteristics of Genius, he without the Pale of Learning’s Authorities, and 
Laws, which Pale, Genius must leap to come at them ' 

But even before Young, Trublet had insisted that gemus should be 
free from the tyranny of rules In the Essais sur divers sujets he had 
wntten 

Les regies qui sont un secours pour les esprits mediocres, sont quelque- 
fois un obstacle pour les gerues sup^neurs Nous devons les regies aux 
premiers outrages, et ceux-ct au geme seul Nous devons les seconds 
outrages, en partie aux premiers, en partie aux regies, mais en plus grande 
partie encore au g^nie Un homme ordinaire fait un outrage conforme 
aux regies conues Un grand homme en fait un qui donne lieu k de 
nouvelles regies * 

It IS probable that Trublet helped to mould the opinions of Mendels- 
sohn — and possibly also those of Young, we find Mendelssohn, before 
he could have known Young’s essay, writing m the Bibliothek der 
schonen Wissenschaften 

Der Kunstrichter hat sich fur dem sehr schadlichen Vorurtheile zu 
huten, als wenn die Regeln des Ganzen allezeit das vornehmste waren 
Hat der Dichter Genie genug, die Fehler der Anlage durch die Gewalt der 
Leidenschaften, die er erregt, unserer Bemerkung zu entziehen, so macht 
sich der Kunstrichter lacherlich, wenn er seine Empfindungen verlaugnet, 
und nach Regeln urtheilet, uber die sich der Dichter weit hmweg gesetzt 
hat Es 1st hier der Ort mcht, diese Materie auszufuhren Unsers Wissens 
haben die Kunstrichter noch sehr wemg daran gedacht, die Grenzen der 
Regeln und des Genies aus einander zu setzen ® 

^ Conjectures on Original Composition, in a Letter to the Author of Sir Charles Grandison, 
London, 1 759, pp 27 f , for the German translation, see Gedanken uber die Original- 
werke, Leipzig, 1760, reprint by K Jahn, Bonn, 1910, pp 15 f 

* Essais sur divers sujets de literature et de morale, ed cit 111, pp 1 38 f 

® Bibliothek der schonen Wissenschaften, iv (11), 1759, p 786, Gesammelte Schriften,ed 
cit IV, I, p 485 
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And again in the sixtieth Litteraturbriefhe writes 

Der Herr Professor Sulzer sagt irgendwo ,,Wenn in der Republik der 
Gelehrten Gesetze konnten gegeben werden, so sollte dieses eines der 
ersten seyn, dass sich niemand unterstehen soUte ein Schriftsteller zu 
werden, der nicht die vornehmsten gnechische und lateinische Schriften 
der Alten, mil Fleiss, und zu wiederholten malen durchgelesen “ Mich 
wunderts, dass dieser warhaftig denkende Kopf, gegen die sich selbst 
bildende Genies hat so unbiUig seyn konnen Sein Gesetz hatte uns ja um 
alle Werke des Schakespears brmgen konnen' Wenn es moglich ware, 
so sollte man lieber den Leuten, die nicht selbst dcnken, das Schriftsteller- 
handwerk legen, und wenn sie auch die Alten nut noch so viel Fleiss 
durchgelesen batten ' Das Genie kann den Mangel der Exempel ersetzen, 
aber der Mangel des Genies 1st unersetzlich ^ 

Still another passage might be quoted from a later review m the 
Litteraturbnefe 

Young sagt die Regeln sind Krucken, welche nur der Kranke gebraucht, 
der Gesunde hingegen wegwirft — Wenn nun diese Vcrgleichung gleich 
nicht vollig richtig seyn solte, so 1st es doch gewiss, dass nichts schadhcher 
1st, als Regeln die das Genie einschranken, und es so zu sagen, hindern auf 
seine eigene Fusse zu treten Nirgend sind solche Regeln haufiger als in 
Systemen, die Leute von seichtcr Einsicht bauen Weil sie selbst nicht 
weit sehen, so sind ihre vornehmste Satzungen, Verbote an alle die 
nach ihnen folgen, auch nicht welter zu sehen So sind viele 
Regeln beschaffen, durch welche Hcdclin und sein treuer Abschreiber 
Gottsched, — zwey Leute, welche bcyde mit gleich schlechtem Erfolge 
fur die Schaubuhne gearbeitet haben — die dramatische Schriftsteller 
gem fesseln, und sie zwingen mochten, nicht besser zu schreiben als sie 
geschrieben haben ^ 

It might be added that Lessing himself in his Laokoon had said of 
Sophocles ‘ nur indem er sich uber [die Theone] hinwegsetzet, hat 
er Schonheiten erreicht, von welchen dem furchtsamen Kunstrichter, 
ohne dieses Beyspiel, me traumen wurde ® And in St xlviii of the 
Dramaturgie he defends Euripides’s neglect of the element of surprise 
in tragedy in a similar way (135) ‘ wenn ein Genie, hoherer Absichten 
wegen, mehrere derselben [Gattungen] in einem und eben demselben 

1 Litteraturbnefe, No lx, October ii, ly'jg, Gesammelte Schriften, ed cit ii, i, 
pp 569 f Both this and the preceding passage are quoted by Goldstein, op cit 
pp 12 ff 

" LitUratuTbriefe,'!>io cciv, December 1 7, 1761, ed cit xii, p 327 The image of the 
crutches is used by Lessing ci-civ, 57 See above, pp 131 f 

“ Laokoon, IV , Schriften, XX., p 24 Cp G KxMiiex, Lessing und Shakespeare, xa Meue 
Jahrbucher far das klassische Altertum etc xix, 1907, p 278 
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Werke zusammenfliessen lasst, so vergesse man das Lehrbucli und 
untersuche bios, ob es diese hohere Absichten erreicht hat ’ 

But in demanding for genius freedom from the shackles of the rules, 
Lessmg did not anticipate all the consequences which his demand 
nught bring with it In this his position was similar to that of Voltaire 
— who. It will be remembered, hved to repent bitterly of his early 
championship of Shakespeare The warmth of his brother Karl’s 
admiration for Gotz von Berluhingen found no response in Lessmg,^ 
and in St xcvi of the Dramaturgie we find him crying a halt to those 
who give their approval to the lawlessness of gemus — that is, to a 
disobedience to the traditional laws which he himself had advocated 
throughout his work ‘Wir haben’, he says (67), ‘ itzt ein Ge- 
schlecht selbst von Critikern, deren beste Critik darmn besteht — alle 
Cntik verdachtig zu machen „ Genie 1 Genie ' schreien sie Das 
Geme setzt sich uber alle Regeln hinweg ' Was das Genie macht, 1st 
Regel ' “ ’ This outburst, however, may have been provoked not so 
much by wnters who foreshadowed the coming ‘Sturm und Drang’ 
as by the nususe which critics of the Klotzian school had made of 
such opinions * 


GOOD TASTE 

The activity of the genius is thus not guided by rules, but by his own 
taste, and the critic who judges him must possess taste In the earher 
part of the Dramaturgie Lessing expresses a few opimons on the subject 
of this ‘ Geschmack ’ But these do not show any deeper interest or 
preoccupation with the question, and may well have been echoes of 
the Cntische Dichlkunst of Gottsched indeed, even for Gottsched the 
day of the ‘ buon gusto ’ was past — the dust of controversy which it 
raised had been laid In the Ankundigung (55) Lessing, thinking of 
the public to which the theatre was to appeal, speaks of ‘ true taste ’ 
as being the genera] taste ‘which is extended to beauties of every kind, 
but expects from none more pleasure and delight than it is in its 

* Cp letter to Karl Lessing of April 30, 1774 [Schriften, xviii, p 109) It is 
usual also to refer to Goethe Lessing’s often quoted words ‘Er fullt Darme nut 
Sand, und verkauft sie fur Stricke Wer^ Etwa der Dichter, der den Lebenslauf 
eines Mannes in Dialogen bringt, und das Ding fur Drama ausschreit’’ [Schriften, 
XVI, p 535) 

* Cp Petersen, ed at p 261 See also Grimm, Deutsches Worterbuch, under 
Geme (especially (g) and (10), 3412-3428) for numerous examples of the use of the 
word by Lessing and his contemporaries 
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nature to afford’ And he adds (75) that taste can be instilled into 
a ‘ man of healthy understanding simply by explaimng to him why 
somethmg has not given him pleasure’. This almost corresponds to 
Gottsched’s statement ‘ Man darf ihnen nur was Schones zeigen, und 
sie aufmerksam darauf machen So werden sie es gewahr Again, 
at the end of St i (131), where Lessing affirms that the good writer 
has always in view the best and most enlightened minds of his age 
and country, and that if he descends to the level of the ‘Pobel’, it is 
only ‘um ihn zu erleuchten und zu bessern’, one thinks of Gottsched’s 
principle 

So mussen sich denn die Poeten niemals nach dem Geschmacke der 
Welt, das ist, des grossen Haufens, oder des unverstandigen Pobels nchten 
Dieser vielkopfigte Gotze urtheilt oft sehr verkehrt von Dingen Er muss 
vielmehr suchen, den Geschmack seines Vaterlandes, seines Hofes, seiner 
Stadt zu lautern Es ware denn, dass dieses schon vor ihm geschehen ware * 

A further parallel can be drawn between Lessing’s statement in 
St XIX (12) ‘Der wahre Kunstrichter folgert keine Regeln aus 
seinem Geschmacke, sondern hat semen Geschmack nach den Regeln 
gcbildet, welche die Natur der Sache erfodert’, and Gottsched’s 
conviction that ‘Die Schonheit eines kunstlichen Werkes beruht nicht 
auf einem leeren Dunkel, sondern sie hat ihren festen und noth- 
wendigen Grund in der Natur der Dinge One might also perhaps 
compare a passage interpolated by Ramler in the ‘ Vorennnerung’ 
to Part II of his translation of Batteux’ Pnnetpes de la Littfrature 

Man muss also diese Fragen einmal fur allemal studiert und untersucht 
haben, man muss die Grundsatze, die daraus herfliessen, erkannt und 
eingesehen haben, und wenn man sie einmal wohl begnffen hat so wird 
der Geschmack semen Weg weit gewisser und zuversichthcher gehn, ja er 
wird noch weiter gehn, er wird im Stande scyn, ein richterhches Urtheil 
zu fallen, ohne Furcht zu fehlen und in Irrthum zu gerathen * 

All the statements by Lessing which have been quoted above are 
obviously based on a traditional conception of ‘taste’, and take no 
account of the reservations which would follow from those statements 
about genius, and its freedom from the rules, which are made else- 
where in the Dramaturgie But it will be noticed that they all occur 
in the earlier sections of the work 

^ Critische Dichtkunst, and cd Leipzig, i 737 » P *34 
“ Ibid pp lagf “ Ibid p 126 

* and ed Leipzig, 1 762-63, ii, p 7 
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Lessing's Dramatic Theory 


DRAMA AND NARRATIVE 

Among what might be called the techmcal questions discussed in the 
Dramaturgie is the distinction between the methods of narrative and 
dramatic writing To some extent the pigeon-holing process of Laokoon 
is continued here Lessing has an opportumty of dealing with the 
question at the very outset of his journal, for the first play of the 
repertory was a dramatisation of an episode in Tasso’s Gerusalemme 
liberata He observes (i, 16 ff) that the merely mechanical problem 
of inventing complications or elaborating emotions m scenes is not 
difficult, but to maintain the interest of the spectator, to avoid im- 
probabilities, to transfer oneself from the standpoint of the narrator 
to that of the dramatic character — all this does present peculiar 
difficulties Passions must not be described, but must spring into 
existence before our eyes, if the poet is to create that illusion which 
compels our sympathy Only genius can solve this problem 

Such difficulties had already been commented upon by Mendels- 
sohn In discussing Wieland’s Clementina von Porretta, and a similar 
plan of his own, in the Litteraturbriefe he had said 

Dem erstcn Anblicke nach, sollte nichts leichter scheincn, als die 
Verwandelung emer ruhrenden Episode in em burgerliches Trauerspiel, 
und der Vortrag des Herrn Richardson kommt hier diesem Betruge 
sehr zu Statten Denn da er so naturlich dialogirt, und so sorgfaltig die 
Gebehrden seiner unterredenden Personen beschreibet, so wird man 
vcrfuhrt zu glauben, er habe nicht nur die Erfindung, sondern auch den 
grossten Theil dcr thcatralischen Ausfuhrung, bis auf die Pantomime so 
gar, die der Schauspieler zu beobachten hat, uber sich genommen — 
Dieses glaubte ich, und fiiig an den Plan zu entwerfen Allein ich ward 
gar bald mne, dass die Dichtungsarten sich so schwehr, als die Arten der 
Natur, eine in die andere umschmelzen lassen Jede hat ihre wesentliche 
Bestandtheile, die gleichsam in Rauch aufgehen, so bald man eine gewalt- 
same Verwandelung mit ihnen vormmmt * 

1 Litteraturbriefe, No cxxiii, August 21, 1760, ed cit vii, p 114, Gesammelte 
Schriften,ed cit iv, 2, pp 141 f Cp also Lessing’s letter to Gerstenberg of February 
25, 1760 (Schriften, xvii, p 247) concerning the latter's dramatisation from Dante in 
his Ugolino ‘Bey dem Dante lioren wir die Geschichte als geschehen bey Ihnen 
schn wir sie als geschehend Es 1st ganz etwas anders, ob ich das Schrcckliche 
hmter mir, oder vor mir erblicke Ganz etwas anders, ob ich hore, durch dieses 
Elend kam der Held durch, das uberstand er oder ob ich sehe, durch dieses soli 
er durch, dieses soil er uberstehen Der Unterschied der Gattung macht hier alles ’ 
(Quoted also by Petersen, ed cit p 178) 
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Lessing returns to this matter in criticising Heufeld’s dramatisation 
of Rousseau’s Nouvelle Hilmu Here the problem is clearly stated 
(ix, 24) We wish to see on the stage what people are, and can only 
learn this from what they actually do We cannot be interested in the 
good qualities which are ascribed to them by others, we must be 
convinced of the existence of these qualities by actions, and actions 
such as can be concentrated m the brief duration of a play ^ A third 
discussion of the problem is to be found m Lessing’s comparison of 
Favart’s Soliman II with the story by Marmontel on which it was 
based (xxxiii, 87) ^ He has nothing but praise for the skill with which 
Favart has accomplished the dramatisation, but he is chiefly con- 
cerned in these sections with the qualities which should distinguish 
dramatic characters In St xxxv (80) he turns to the comparison 
of drama and moral fable Finally, in St xxxvi, he discusses in 
passing the Matron of Ephesus of Petronius and its dramatisations 


DRAMAS IN VERSE AND PROSE 

In his criticism of Schlegel’s Die stumme Schonheit (xiii, 51) Lessing 
turns to the general question whether comedies should be written in 
rhymed verse or in prose The play in question is m verse — ‘ as fluent 
as It IS elegant ’ — but Lessing considers it fortunate that Schlegel did 
not always carry out his theones, and that he did not write his greater 
comedies in verse Schlegel’s advocacy of the verse form for comedy 
IS to be found in an article, Schreiben uber die Comodie in Versen, published 
in Gottsched’s Beytrage zur cntischen Histone der Deutscken Sprache for 
1740 ® This was itself a reply to an article by G B Straube, Versuch 
eines Beweises, dass eine gereimte Comodie nicht gut seyn konne, which had 
appeared in the previous number * The controversy, no doubt origin- 
ally prompted by Houdar de la Motte’s plea for tragedy in prose,® 
was continued in subsequent numbers of the journal In his Gedanken 

* See also above, pp 157, 382, note 3 

“ See above, pp 235 ff 

® Beytrage zur cntischen Histone der Deutschen Sprache, Poesie und Beredsamkeit, St 
XXIV (1740), pp 624 ff Reprinted in Schlegel’s WeTke,ed at 111 (1764), pp 65 ff, 
and ed of Antomewicz, pp g ff 

* Beytrage zur cntischen Histone, St xxiii (1740), pp 466 ff 

' In my Genesis of Romantic Theory (Cambridge, 1923, pp 214 f J I have shown 
that this plea was probably of Italian mspiration 
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zur Aujhahme des danischen Theaters, however, Schlegel expressed a 
sc^ewhat modified view 

Man hat viel eher Komodien in Versen, als in Prose, gehabt, und diese 
letztern sind eine ganz neue Erfindung Nur sind der Komodie die guten 
Verse sehr schwer, und es 1 st gleichwohl besser, eine Komodie in guter 
Prose, als in schlechten Versen, anzuhoren, denn schlechte Verse verderben 
den Nachdruck der Gedanken, an statt ihn zu erheben * 

To this view Lessing would certainly have assented He himself refers 
to Houdar de la Motte’s view that verse is a ‘childish constraint’ 
(xix, 105), although he does not share it Here he is obviously 
drawing on Voltaire’s preface to the 1 730 edition of his own (Edipe ® 

Mr de la Matte pretend, qu’au moms une sc^ne de Tragddie mise en 
prose ne perd rien de sa grace ni de sa force Pour le prouver il tourne en 
prose la premiere scene de Mithndate, et personne ne peut la lire II ne 
songe pas que le grand merite des vers est qu’ils soient aussi naturels, 
aussi corrects que la prose C’est cette extreme difficulte surmontie® qui 
charme les connaisseurs Reduisez les vers en prose, il n’y a plus ni mirite 
m plaisir 

Mais, dit-il, nos voisms ne riment point dans leurs Tragedies Cela est 
vrai, mais ces pieces sont en vers, parce qu’il faut de I’harmome k tous les 
peuples de la Terre II ne s’agit done plus que de savoir, si nos vers doivent 
fitre rim^s ou non Les Itahens et les Anglais peuvent se passer de rime, 
parce que leur langue a des inversions, et leur Poesie mille hbertds qui nous 
manquent Chaque langue a son giinie determine par la nature de la 
construction de ses phrases, par la frequence de ses voyelles ou de ses 
consonnes, ses inversions, ses verbes auxiliaires, etc Le genie de notre 
langue est la clart^ et I’elegance, nous ne permettons nulle licence a notre 
Poesie, qui doit marcher comme notre prose dans I’ordre precis de nos 
id6es Nous avons done un besom essentiel du retour des memes sons, 
pour que notre Poesie ne soit pas confondue avec la prose 

This was also Schlegel’s argument foi the use of verse * 

But Lessing observes (xiii, 60) that the difficulties which Schlegel 
clearly encountered in practice outweighed the advantages which 

1 IVerie, ed ctl 111, p agi.ed Antomewicz, p 220 

• CEuvres, ed cit vii, pp igf Cp also (Earns computes, Pans, 1877-85, 11, 
pp 9, 55 f La Motte’s argument is to be found in his Quatriime Discours d I’occasion 
de la Tragedte d' (Edipe, CEuvres, Pans, 1754, iv, pp 390 ff 

“ Cp ‘der uberstandenen Schwierigkeit’ (xix, 117), cp also ‘aus diesen 
uberstiegenen Schwierigkeiten ’ (xin, 63) Antomewicz, in his Introduction to 
Schlegel’s aesthetic writings {ed cit p cxliv) compares R^mond de St Mard, 
CEuvres, Amsterdam, 1749, iv, p 44, the passage is as follows ‘Aprfes avoir ainsi 
rendu justice k la rime, je dis hardiment qu’elle a grand besom du surcrbit de 
plaisir que lui donne la convention et le merite de la difficulte vaincue ’ 

* Cp IVerie, ed cit 111, pp 88 ff , cp also Antomewicz, ed cit p cxhii 
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seemed so irrefutable in his theory. Possibly there is an. echo here of 
Schlegel’s preface to his translation of Destouches’ Le Gloneux 

Diejenigen kennen also die Natur der Poesie besser, welchc die Comodie 
in Versen aus dem Grunde angreifen, dass es allzuschwer, ja gar uninoglich 
sey, die dialogische Art, zu reden, mit dem Zwange des Sylbenmaasses zu 
verbinden, ohne sie undialogisch zu machen , dass also die kleinre Anmuth, 
namlich die, so das Sylbenmaas dem Werke ertheilt, der grossren Anmuth, 
namhch der, wclche die dialogische Art, zu reden, eincm Lustspicle giebt, 
weichen musse Auf den Beweis und auf die Widerlegung dieses Grundes 
kommt entweder die Verdammung oder die Lossprechung der Comodie 
in Versen an ^ 

Lessing’s criticism of the French contempt for prose comedies (65) 
again recalls Schlegel’s Schreiben uher die Comodie in Versen 

Wir beobachten aber, dass bey den Franzosen, da vorher die Un- 
wissenheit der Komodianten, so lange der schlechte Zustand und das 
barbansche Alter der Komodien gedauert hatte, prosaische Komodien 
cingefuhrct, die Verse nach und nach wiederum in ihr altes Recht gesetzet 
worden, und wie Voltaire in der Vorrede vor seinem Brutus versichert, 
selbst die Lustspiele des Molierc, welche er in ungebundencr Rede 
gemacht hatte, noch nach seineinTode in Verse gesetzt werden mussen * 
Die Englander aber konnen hierinnen ebenfalls nichts gultiges bezcigen,* 
well ihre Komodien auch noch nicht in dem Stande sind, dass man sie 
eigentlich Komodien nennen konnte Aber, werden Sie sagen, man 
wurde doch unrecht thun, wenn man die Deutschen in diesen Dingen 
nicht auch fur Leute rechnen wollte, deren Urtheile von einiger Folge 
waren Gleichwohl empfinden vicle, theik grossc Leute, insonderheit 
welche sich in der Kntik umgeschen haben, bey Vorstelhing unserer 
Komodien in Versen dieses Vergnugen nicht, und befinden es viel natur- 
hcher, wenn erne Komodie in ungebundencr Rede aufgefuhret wird * 

But Lessing is by no means a convert to the Houdartian view of verse 
as a childish constraint La Motte, he says (xix, no), had French 
verse in mind, which is only a ‘titillation of the ears , whereas 
German verse has more of the quality of Greek verse, which by its 
rhythm is able to indicate the passions it describes 

1 Ed Antomewicz, pp i64f , cp also ibid Introduction, pp cxxxni ff, and 
especially pp cxl f 

• Voltaire, Ducours sur la Tragidie, prefixed to Brutus, (Euvres, ed cil vii, p 194 

‘ nous avons des Comedies en prose du c 616 bre Moliirf, que Ton a ^t6 oblige de 
mettre en vers aprfcs sa raort, et qui ne son! plus jouees que de cette mamfere 
nouvelle ’ See above, p 180 

“ Lessing’s statement (xiii, 68) ‘Den Englander hingegen wurde eine gereimte 
Komodie aus dem Theater jagen ’ is a rather sweeping generalisation 

* Werhe, ed cit 111, pp 83 ff , cp ed Antomewicz, pp 19 ff 
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Lessing's Dramatic Theory 

PROLOGUE AND EPILOGUE 

The first performance of the Hamburg ‘ Enterprise ’ gave Lessing an 
opportumty of expressing his views on the purpose, and propriety, of 
providing plays with prologues and epilogues — a practice which he 
knew to be firmly established in England (vn, 99) But he points out 
that the Enghsh do not use the Prologue, as did the ancients, for 
the purpose of exposition nor do they imitate Plautus in using the 
Epilogue to provide information which could not be put into the 
fifth act ® Their prologues tell the audience about the poet or the 
subject of the play, and plead for indulgent criticism of the author 
or the actor , while their epilogues are used to point the moral of the 
play, or to criticise it or its performance — -all this in the most humorous 
tone, even in the case of tragedies Whether Lessing knew more than 
the prologues and epilogues of Thomson (119)® and some of Dryden’s 
( 1 26) , It IS difficult to decide He would approve ( 1 2 1 ) of the adoption 
of prologues and epilogues for new plays in Germany, but, like 
Thomson, he would prefer serious epilogues — ‘unserm deutschen 
Ernste angemessener ’ — for tragedies 

* D’Aubignac, for instance, had said {Pratique du Thidtre, 111, chap 1, ed cit 1, 
pp 145 f) ‘Les premiers et les plus ordmaires Prologues de la Tragedie Grecque 
sont ceux que faisoit I'un des principaux Acteurs qui venoit expliquer aux Specta- 
teurs, non pas I’Argument de la Pi6ce, mais tout ce qui s’^tOlt passe de I’histoire 
concernant le Theatre jusqu’au point que s’en faisoit I’ouverture et que faction 
Theatrale commen^oit ’ Cp Cntik uber die Gefangnen des Plautus in Lessing’s Beytrage 
(iv, p 582, Schriften, iv, p 146) ‘Der Prolog mag also bey den Alien ein noth- 
wendiges Theil der Komodic seyn oder mcht ’ 

“ This IS characteristic of the epilogues to three of Plautus’s comedies, Castna, 
Cistellana and Menechmi (Schroter and Thiele, ed of 1895, p 98) 

“ Cp the Epilogue to Agamemnon { tVorks, London, 1 750, 111, p 205) 

‘Our bard, to modern epilogue a foe, 

Thinks such mean mirth but deadens generous woe, 

Dispels in idle air the moral sigh, 

And wipes the tender tear from pity’s eye 
No more with social warmth the bosom burns, 

But all th’unfeeling selfish man returns ’ 

or that to Tancred and Sxgunumda (ibid iv, pp 201 f ) 

‘Hence with your flippant epilogue, that tries 
To wipe the virtuous tear from British eyes. 

That dares my moral, tragic scene profane. 

With strains — at best, unsuiting, light and vain 
Hence from the pure unsully’d beams that play 

In von fair eyes where virtue shines— Away !’ 
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D’Aubignac had censured Eunpides for his use of the prologue in 
the following terms 

Les Tragiques Grecs, ou pour le moms Eunpide (car nous n’en avons 
point d’autres exemples) ont fait une autre espece de Prologue bien plus 
vicieux, Sfavoir quand i]s y emploioient quelqu’un de leurs Dieux car 
souvent ils faisoient que ce Dieu, qu’on presupposoit s5avoir tout, ex- 
pliquoit non seulement les choses pass^es, mais aussi les futures, ils ne 
se contentoient pas d’lnstruire les Spectateurs de I’histoire precedente, 
necessaire cl I’lntelligence de la Pi6ce, mais ils en faisoient encore sfavoir 
le Denouement et toute la Catastrophe, de sorte qu’ils en prevenoient tous 
les evenemcns ce qui etoit un defaut tres-notable du tout contraire i cette 
attente ou suspension qui doit toujours regner au Theatre, et detruisant 
tous les agremens d’une Piece, qui consiste presque toujours en la surprise 
et en la nouveaute ^ 

Lessing translates the latter part of this passage (xLvm, 97) and 
defends Euripides on the ground that the factor of surprise did not 
enter into his conception of tragedy, in thus disclosing at the outset 
the coming events he was pursuing a higher purpose, even if that 
purpose be not allowed for in the text-books on tragedy ^ 

Lessing’s more detailed argument in favour of the prologues to 
Euripides’s Ion and Hecuba in the following section (xlix, i o ff ) — 
that they detract m no way from the tragic purpose of the poet and 
that he could with a stroke of the pen have omitted them had he 
thought they would do so — recalls a passage in his Philologucher 
J^achlass 

Von dem Prolog dieses Stucks [/on] muss ich noch anmerken, dass das 
Stuck ohne ihn vollkommen bestehen kann, und vollkommen verstandlich 
1st Warum hat ihn Euripides gleichwohl fur nothig erachtet’ Wenn wir 
aus ihm nicht gelernt hatten, wer Ion eigentlich ware, wurde unsre 
Neugierde nicht weit besser unterhalten werden^ Wurden wir mcht weit 
starker uberrascht werden, wenn ihn Creusa nun endhch fur ihren Sohn 
erkennt^ Recht Aber dafur wurden wir uns auch wcniger entsetzt, 

^ Pratique du Yhddtre, in, chap i {ed cit i, p 147) 

® Lessing may also have had in mind the following passage from Corneille 
When discussing the employment of the prologue to communicate information, 
the latter says (Dtscours du poeme dramatique, (EuvreSf ed cit 1, pp 44 f ) * Eunpide en 
a us6 assez grossi^rement, en mtroduisant, tantdt uii dieu dans une machine, par qui 
les spectateurs recevoient cet dclaircisscment, et tantdt un de ses pnncipaux 
personnages qui les en mstruisoit lui-mdmc ’ And a little further on, Corneille 
speaks of this ‘ d^sordre d’Eunpidt * (p 45) In the essay on Seneca in the 'Theatralisehe 
Bibhothek {Scknften, vi, p 229) Lessing himself had admitted that such prologues 

had defects (Cp. Petersen, ed cil p 225 ) 
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weniger fur den Ion und die Creusa gezittert haben, wenn wir nicht 
gewusst batten, dass diese injenem ihren eignen Sohn umzubringen Gefahr 
laufe Dem Eunpides war es also weit wichtiger, und das imt Recht, das 
Herz des Zuschaueis zu beschaftigen, als seine Neugierde ^ 

Towards the end of his long discussion of Mirope, Lessing had 
already raised the general question how far ‘ surprise ’ is a legitimate 
dramatic motive (xLvm, 3),* and with the support of Diderot (from 
whose essay De la poisu dramatique he quotes a long passage in 
his own translation),^ had asserted that the Eunpidean plan, whereby 
all the incidents of the plot were familiar to the audience before they 
witnessed the play, is preferable to the modern reliance on surprise 

* Schnften, xv, p 430 

* See above, p aao 

* The quotation from Diderot (34 ff) is as follows m the original {CEuvres com- 
plies, ed at vii, pp 341 ff , cp Lessing’s translation, 11, pp sagff) 

' O faiseurs de r&gles generales, que vous ne connaissez guire I’art, et que vous 
avez peu de ce gime qui a produit les modMes sur lesquels vous avez 6tabli ces 
rigles, qu’il est le maitre d’enfreindre quand il lui plait ' 

On trouvera, dans mes idies, tant de paradoxes qu’on voudra, mais je persisterai 
k croire que, pour vine occasion ou il est k propos de cachet au spectateur un 
incident important avant qu’il ait lieu, il y en a plusieurs ou I’lnt^rSt demande le 
contraire 

Le poete me menage, par le secret, un instant de surprise, il m’eflt expose, par 
la confidence, k une longue mqmdtude 

Je ne plaindrai qu’un instant celui qm sera frapp6 et accabh dans un instant 
Mais que deviens-je, si le coup se fait attendre, si je vois I’orage se former sur ma 
tfite ou sur celle d'un autre, et y demeurer longtemps suspendu^ 

Que tous les personnages s’lgnorent, si vous le voulez, mais que le spectateur 
les connaisse tous 

J’oserais presque assurer qu’un sujet ou les reticences sont n^cessaires, est un 
sujet ingrat , et qu’un plan oCi I’on y a recours est moms bon que si I’on efit pu s’en 
passer On n’en tirera rien de bien energique, on s’assujettira k des preparations 
toujours trop obscures ou trop claires Le poeme deviendra un tissu de petites 
finesses, k I’aide desquelles on ne produira que de petites surprises Mais tout ce 
qui conceme les personnages est-il connu^ J’entrevois, dans cette supposition, la 
source des mouvements les plus violents 

Fourquoi certains monologues ont-ilsde si grands effets'* e’est qu’ils m’mstruiscnt 
des desseins secrets d’un personnage, et que cette confidence me saisit k I’lnstant 
de cramte ou d’espdrance 

Si l’6tat des personnages est incoimu, le spectateur ne pourra prendre k faction 
plus d’lntirdt que les personnages mais I’lnterfit doublera pour le spectateur, s’ll 
est assez instruit, et qu’il sente que les actions et les discours seraicnt bien diffiirents, 
SI les personnages se connaissaient C’est ainsi que vous produirez en moi une 
attente violente de ce qu’ils deviendront, lorsqu’ils pourront comparer ce qu’ils 
sont avec ce qu’ils ont fait ou voulu faire ’ 
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THE TITLES OF PLAYS 

The choice of a suitable title for a play was a matter which had 
considerable interest for Lessing It is first mentioned m a mild 
protest (xiv, 1 1 2) against the alteration which had been made in the 
title of his own Freygeist, which in Hamburg was called Der beschamte 
Freygeist Lessing points out with justice that Adrast is not the only 
character of the play who is a ‘Freygeist’ But, he adds, ‘was hegt 
an dem TiteP Genug, dass die Vorstellung alles Beyfalls wilrdig 
war In St ix (136) he comments on Plautus’s choice of titles for 
his plays ,® in xxix ( 1 06) he quotes an extract from Corneille’s apology 
for not giving to his tragedy of Rodogune the name of CUopdtre ® He 
agrees ( 1 1 4) with Corneille’s argument that the ancients regarded 
the title of a play as quite ummportant , ‘ they did not beheve in the 
least that it must indicate the content of Ihe drama’ * At the same 
time, he does not think that Sophocles would have called his tragedy 
(the Trachinie) Deiamra At least, he contends, the Greek poet did not 
choose a misleading title — one which would suggest a wrong em- 
phasis A similar argument is used in St lxxxvii-lxxxviii (5) where 
Lessing discusses Palissot’s objection to the title of Le Fils naturel,^ 
and Diderot’s justification of his choice 

The lengthiest discussion of the use of titles, however, is to be found 
in the section on Voltaire’s Nanine (xxi, 23) Lessing sets out from 
a criticism of that play which had appeared in La Bigarure and which 
he had already translated in his Beytrage zur Histone and Aufnakme des 
Theaters “ 

Cette Comedie est intitulee Namne, titre ridicule, et vague, qui n’an- 
nonce nen, et qui d’ailleurs ne convicnt nullement a une Pi6ce Coimque, 
mais bien aux Tragedies, parce que ces dernieres s’annoncent toujours par 

’ Similarly, after recording an objection to the rendering of Le Distrait by Der 
^erstreute (xxvni, 70) he adds 'Man versteht sie [diese Worte] nunmehr, und das 
1st genug’ “ See above, p 331 

“ For the original passage in full see above, pp 167 1 

‘ In a letter to his brother Karl of February 10, discussing hxsEmiha Galotti, 
Lessmg wrote ( 5 'cAri/te«, xviii, p 18) ‘Weil das Stuck EmUia heisst, 1st es darum 
mem Vorsatz gewesen, Emilien zu dem hervorstechendsten, oder auch nur zu 
einem hervorstechenden Charakter zu machen^ Ganz und gar nicht Die Alten 
nannten ihre Stucke wohl nach Personen, die gar nicht aufs Theater kamen ’ In 
his discussion of the probable subject of Euripides’s Cresphontes Lessing asks 
(xxxix, 100) 'Hat man jemals gehort, dass ein Trauerspiel nach emer Person 
benennet worden, die gar mcht darinn vorkommt^’ * See above, p 234 

" Theatralische Jifeuigkeiten am Pam, B^trage, 11, p 287 See above, p 104 

30-2 
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le nom du Personage qui en fait le principal sujet ^ C’est ainsi quc par de 
simples noms un Lecteur, ou un Spectateur, connoit d’abord les Tragedies 
de Mithndate, Cinna, Pompie, PolieucU, Andromaqtie, Pkedre, Ipktgenie, Bntami- 
cus, etc La Comedie, du moms la veritable, ^tant une image divertissante 
ct risible de la vie et de la conduite des hommes, de leurs vices, de leurs 
d^fauts, de leurs imperfections et de leurs ridicules, elle doit toujours 
s’annoncer de mfime par quelqu’un de ces endroits G’est ainsi, du moms, 
que I’ont pratiqu^ jusqu’i ce jour tous ceux qui ont r6ussi dans cette 
penible canere ® 

‘A title’, says Lessing, ‘must not be a menu ’ The less it betrays of 
the contents of a play, the better In discussing L’Affichard’s 1 st er 
von Familie, he complains (xvn, 62) that, although a title need neither 
give nor exhaust the contents of a piece, this one is misleading, 
whereas the title of Hippel’s play, Der Mann nach der Uhr (xxii, 63) 
gives away too much The ancients, Lessing contends (xxi, 27), 
seldom gave their comedies other than titles that meant nothing, 
there are hardly three or four within his knowledge which name the 
chief characters or betray anything of the story And of these, one 
IS Plautus’s Miles glonosus, which the author himself simply called 
Glonosus Even if the French dramatists have exhausted such de- 
scriptive character-tides, he argues, there is no copyright in them, 
and there is no real reason why a later dramatist should not write 
another Misanthrope But Pianiiu (xxi, 72) has a sub-title, which gives 
additional information, this sub-title has two variants I’homme sans 
prijugi, and le prijugi vaincu Voltaire, Lessing comments, does not 
seem to have made up his mind, but the two variants, after all, mean 
very much the same thing A comedy, he says later (xxii, 72), may 
very well have a double title, but in that case, each should mean 
something different Hippel’s Der Mann nach der Uhr, oder der ordent- 
luhe Mann is an example of redundancy 

TRANSLATION 

As we have seen, Lessing has a good deal to say about the merits and 
demerits of the German translations of the French plays that appeared 
on the Hamburg stage These observations I have dealt with in 

* Lessing translates this sentence ‘ ein lachcrlicher und unbestunmter Titel, 
welcher nichts ankundiget, und welcher sich zwar zu Trauerspielen, aber gar nicht 
zu emem komischen Stuck schickt, weil man die letztern allemaldurchdenNamen 
der Hauptpersonen ankundiget ' By reversing the position of ‘Trauerspielen’ he 
destroys the sense of the original The translation of the passage is otherwise a 
literal one * La Bigantre, 1 (1749), No 6, p 55 
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discussing his cnticism of the plays, it only remains here to review 
his general opimons on the subject of translation 

With his prejudice in favour of the use of prose in the drama, it 
was natural that he should not approve the practice of translating 
French verse dramas into German verse In deahng with Zdmire he 
asks (xix, 76) ‘wer wird nicht heber eine kormchte, wohlklmgende 
Prosa horen wollen, als matte, geradebrechte Verse And he adds 
‘Unter alien unsern gereimten Obersetzungen werden kaum ein 
halbes Dutzend seyn, die ertraghch sind Und dass man inich ja 
nicht bey dem Worte nehme, sie zu nennen’’ 

To translate good verses into good prose requires more than 
accuracy (vm, 27) — or, at least, something different from accuracy 
Too great literalness makes for stiffness, for what is natural in one 
language is not so in another The original becomes m the translation 
‘wassng und schielend’ For where is the ‘ Versificateur’ who is not 
obliged by the necessities of verse to say a little more than he would 
say in plain, straightforward prose^ And under the constraint of 
metre and rhyme, he necessarily says things differently, he uses 
metaphors and similes where in prose he would be content with the 
simple truth It needs some taste and courage on the part of the 
translator to excise the metaphors and ellipses which the writing of 
verse demands, but which are out of place in prose Here, perhaps, 
some remarks of Mendelssohn may have had weight with Lessing 
In reviewing a German translation of Pope’s works (the first volume 
of which was published at Altona in 1758), that writer had said 

Die einzige Sorge des Uebersetzers (wenn ja ubersetzt werden soil) muss 
also dahin gehen, den Verstand, die scharfsinnigen Sentenzen, und die 
philosophischen Betrachtungen seiner Urschnft beyzubehalten, und sie in 
einen fliessenden prosaischen Discurs zu verwandeln 1st er aber, wie der 
gegcnwartige Uebersetzer der popischen Schriften, sklavisch penug, sich 
an die Worte der Urschnft zu binden, so wird er einen wohlgestalten 
Korper in eine elende Misgeburt verwandeln, der Wohlklang ver- 
schwindet, die Wiederholungen, welche in einem gereimten Gedichte an- 
genehm smd, werden in der Uebersetzung eckelhaft, die uneigcntlichen 
Worter, die der grosste Dichter, wenn er reimen muss, nicht veniieiden 
kann, werden hier unertraglich, und jeder feunge Schwung von einem 
Gedanken auf den andern, der dem Dichter erJaubt ist, wird eine unverant- 
wortliche Lucke, von welcher der Lescr einer prosaischen Schrift Rcchen- 
schaft fordern wird t 

1 Bibhothek der schonen Wissenschaften, iv (ii), 1759, p 628, GesammelU Schriften, rd 
at IV, I, pp 41 1 f 
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Is it really worth while, Lessing asks (xix, ga), to expend so much 
trouble in putting French verse into German verse ^ The French 
poet [of Z^lmire] (8a) ‘war schon nicht der grosste Versifikateur, 
sondem stumperte und flickte, der Deutsche war cs noch wcmgcr’ 
Little IS gamed by the production of watery, cold, correct verses, and 
were all the poetic ornament of the French transferred to German 
prose. It would hardly become poetic thereby German verse transla- 
tions, moreover, create difficulties for the actor instead of helping him 
On the other hand, he refers to the mongrel tones (‘Zwitterton’) 
which are to be found in German prose translations of English plays 
— was Lessing thinking of Wieland’s Shakespeare^ — where the effect 
of the boldest tropes and figures, deprived of their metncal cadence, 
reminds one of drunken men dancing without music ^ 

1 Cp also Lessing’ajudgment on Banks’s style, pp 274 f above Petersen (ed cit 
pp 201 f) notes however that m a review [published in the Berhnische pnvilegirte 
Zttlung of December 19, 1752 {Schnften, v, pp 17 f)] he made severer demands, 
and reproached the translator of Cribillon’s Idorn^nie for not having translated 
into rhymed verse 



CHAPTER XVII 


THE ART OF THE ACTOR MUSIC IN THE 
THEATRE 

No aspect of the Hamburgtsche DTamaturgie falls more disappointingly 
short of expectations than that which is concerned with the actor’s 
art In his Ankundigung Lessing had declared (83) that one of the 
touchstones of a dramatic critic’s capacity lay in his ability to deter- 
mine what share of the success or failure of a play was to be ascribed 
to the poet, and what share to the actor ‘To blame the one for the 
shortcomings of the other means spoiling both, the former will lose 
courage, and the latter become self-assured In particular, the actor 
has a right to look for the strictest freedom from bias The poet can 
be justified at any time, for his work remains and can be laid before 
us again, but the art of the actor is in its effect transitory Unfor- 
tunately the actors themselves did not see eye to eye with Lessing in 
this matter, and from the first, any real and honest criticism was out 
of the question Susanna Mecour, as we have seen, made it a condi- 
tion that she should not be criticised at all , while the chief actress 
of the company, Friederike Hensel, resented Lessing’s criticism so 
emphatically that after the twenty-fifth part he decided to abandon 
entirely that part of his plan which was concerned with how the plays 
were performed But it was also clear from the first that he must 
necessarily be hampered by his official connexion with the theatre, 
and It would be rash to describe even such criticism as he offers of 
the actors in the first twenty-five sections as completely unbiased, 
after all, those in power, and particularly Ekhof, had to be handled 
with kid gloves “ 

Lessing’s first interest in the actor’s art was historical and theoretical 

1 See below, p 482 

* See above, pp 30 f , 34 ff Petersen {ed at p 207) quotes from Vierteljahrscknft 
fur Litteraturgeschichte, 11 (1889), p 137, a letter from Weisse to Ramlei of June 20, 
1797 ‘als Lessing mir die ersten Bogen semer Dramaturgic zuschickte, schneb er 
imr „Memer Absicht nach sollten diese Blatter hauptsachlich der Kritik der 
Schauspieler gewiedmet seyn ich sehe aber wohl, dass mit diesem Volke mchts 
anzufai^en 1st, sie nehmen Privatermnerungen ubel, was wurdrn sie bey emer 
offentlichen Ruge thun ich werde es also wohl die Autoren mussen entgelten 
lassen “ ’ 
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rather than practical.^ He approached it as a classical scholar with 
a view to winning the recognition of the University of Gottingen 
A fragment of the treatise he planned with this object in view, Von 
den Pantomimen der Alien, has been preserved, and Muncker, who 
dates it 174.9-50, has shown that it is largely based on Nicholas 
Calhachius’s De ludis scenicis mimorum el pantomimorum (published in 
A H de Sallengre’s Novus thesaurus antiquitatum romanarum. The 
Hague, 1716-ig, 11, 699-768) ® And in the third part of the 
Theatrahsche Biblwthek (1755) he published a translation of the third 
and final volume of Du Bos’ Reflexions critiques, which deals with the 
‘representations theatrales des Anaens’. 

There are a few echoes of these early studies on the theatre of the 
ancients in the Dramaturgic, where, in particular, he occasionally 
makes use of the volume of Du Bos ® But already in the Beytrage the 
art of acting had been approached also from a more practical angle 
It was. indeed, an important part of the programme of that periodical 
In his preface Lessing wrote 

Wer sieht also mcht, dass die Vorstellung ein nothwendiges Theil der 
dramatischen Poesie sey’ Die Kunst dieser Vorstellung verdienet dero- 
halben unsrer Aufmerksamkeit eben sowohl, als die Kunst der Verfassung 
Sie muss ihre Regeln haben, und diese wollcn wir aufsuchen Es sind uns 
einige neue Schnftsteller hiermne schon vorgcgangen, und wir werden uns 
ihrer Arbeit auf eine erlaubte Art zu bedienen wissen Dicse Regeln 
erstrecken sich mcht allein auf die Schauspieler, sie konnen alien nutzen, 
welche die Beredsamkeit des Korpers brauchcn ‘ 

The Beytrage opens with a contnbution by Mylius, Versuch etnes 
Beweises, dass die Schauspielkunst eine freye Kunst sey Lessing would at 
this time have had little difficulty in subscribing to Mylius’s conclu- 
sion that ‘ Wahrscheinlichkeit’ was of more importance to the actor’s 
success than the observance of artificial rules The new writers whose 

* See above, p 94 

* iiAri/ten, XIV, p 144 Lessing also reviewed in 1749 Samuel GeissJer’s. 44 Aan</fun^ 
von dm Pantomimen See above, p 94, and cp also below, pp 479 ff 

“ Cp for example Lxxxn, 127 ff 

* Schriften, iv, p 54 Mylius had published earlier Eine Abhandlung, wonnntn 
erwiesen wird dass die Wahrscheinlichkeit der Vorstellmg, bey den Schauspieten eben so 
nothig ist, als die innere WahrscheinlKhkeit derselben (in Gottsched’s Beytrige zur 
CTitischen Historie der Deutschen Sprache, Poesie und Beredsamkeit, St xxx (1743), 
PP 297 ff) Cp H Oherl^TideT, Die geistige Entwicklung der deutschen Schauspielh^t 
imtS Jahrhundert, Hamburg and Leipzig, 1898 ( Theatergeschichttiche Forschungen, xv), 
pp g6, 206 
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work the preface promised to introduce were Fran5ois Riccobonin' 
son of a more famous father, and Sainte AJbine — although room wa», 
not found for the latter until the publication of the TTuatralische 
Bibliothek 

Lessing’s translation of Riccoboni’s Art du Thidtre (Paris, 1750) 
appears in the fourth part of the Beytrage as Die Schauspielkunst This 
treatise supports the emancipation of acting from the stiff classicism 
of the earlier eighteenth century Riccoboni seeks to mediate between 
the old tradition and the new demand for verisimilitude The actor 
may indeed yield to the emotion which his part awakens in him, but 
he must always remain master of himself, it may be necessary for him 
to exaggerate a little, however, if he is to have the right effect upon 
his audience Riccoboni accepts the approximation between the art 
of presenting tragedy and that of presenting comedy which was called 
for by the comidie larmoyante, and has much to say that is valuable on 
the subject of pantomimic action 

Amongst Lessing’s papers is a skeleton plan of a work which was 
to have been entitled Der Schauspieler Ein Werk wonnne die Grundsatze 
der ganzen korperltchen Beredsamkeit entwickelt werden ^ On the ground of 
Its similarity to Riccobom’s book Danzel is inclined to date the plan 
1750,'* but Muncker would date it a few years later, when Lessing 
was engaged in translating Sainte Albine’s Le Comidien It may 
be noted in favour of the later date that the sketch of Der Schauspieler 
bears evidence of having been influenced by Hogarth’s Analysis of 
Beauty, a work with which Lessing probably first became acquainted 
through Mylius’s translation in 1754 ^ It may well be the ‘kleines 
Werk uber die korperliche Beredsamkeit’ which Lessing promised 
the readers of his Theatralische Bibliothek * 

Remond de Sainte Albine’s Le Comedien was published in i 747 > 
three years before Fran 901s Riccoboni’s work But it may have only 
come later into Lessing’s hands, even if his translation of extracts in 
the Theatralische Bibliothek was one of the contributions left over from 
the Beytrage In many respects Sainte Albine’s book represents a 
more advanced stage in the theory of acting than Riccoboni’s Not 
being an actor himself, Sainte Albine was more interested in theoretical 
questions He made greater demands than Riccobom for natural- 

1 Schnftm, xiv, pp 1 79 ff 

“ Danzel and Guhrauer, Lessing, erf cit 1, p iB"; 

* Cp H Oberlander, op cit p 99 

* 'Theatralische Bibliothek, 1, p 266, Schrijien, vi, p 152 
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ness ’ insisted, in fact, in direct opposition to the latter, that the actor 
must give himself up unreservedly to the emotions which he has to 
represent In the short critical introduction with which Lessing 
prefaced his translation he endeavoured to mediate between the two 
critics 1 But between the Theatraluche Biblwthek and the Dramaturgie 
Lessing had made the acquaintance of Diderot’s Lettre sur les sourds 
et muets (published m 1751), and Diderot had been much in- 
fluenced by Sainte Albine The views which Lessing sets forth in the 
Dramaturgie are largely in agreement with Sainte A 1 bine’s , and Lessing 
saw the latter’s theories realised in the art of Ekhof 

In the general demands which Lessing made upon the actor, 
towards the close of his Ankundigung (98), he was thinking of Sainte 
Albine’s first chapter where the question is discussed ‘ S’ll est vrai que 
d’excellens Acteurs ayent manqud d’espnt’ 

II ne suffit pas que sa figure soit propre au Theatre, et que son visage 
puisse expnmer Non seulement il est essentiel qu’il ne fasse rien perdre 
aux discours de leur force ou de leur d^licatesse, mais il faut qu’il leur prete 
toutes les graces que la declamation et faction peuvent leur fournir II ne 
doit pas se contenter de suivre fidelcment son Auteur il faut qu’il I’aide, 
et qu’il le soutienne II faut qu’il devienne Auteur lui-m6me, qu’il sache 
non seulement expnmer toutes les finesses d’un role, mais encore en 
ajouter de nouvelles, non seulement cxecuter, mais creer ^ 

In St ni (19) Lessing deals with the question how far an actor 
should ‘feel’ his role ‘How far is the actor who only understands a 
passage removed from one who at the same time feels it ' ’ This 
reqmrement was emphatically stated by Sainte Albme In his second 
chapter he discusses 'Ce que e’est que le Sentiment’, a word which he 
defines as ‘dans les Com^diens la facility de faire succ6der dans leur 
ame les diverses passions, dont I’homme est susceptible’ He says 
(p. 32) ‘Il faut que I’esprit et le coeur d’une personne de Theatre 
soient propres a recevoir toutes les modifications que I’Auteur veut 
leur donner ’ And again later 

Les Acteurs Tragiques veulent-ils nous faire illusion^ Ils doivent se la 
faire k eux-m6mes II faut qu’ils s’lmaginent etre, qu’ils soient effective- 
ment ce qu’ils repr^sentent, et qu’un heureux delire leur persuade que ce 
sont eux qui sont trahis, pers6cut6s II faut que cette erreur passe de leur 
esprit k leur coeur, et qu’en plusieurs occasions un malheur feint leur 
arrache des larmes ventables * 

^ Cp H Oberlander, op at pp 98 ff 

* Le Comddun, Pans, 1747, pp 21 f 

“ Ibid pp 91 f (part i, book ii, section 1, chap 111) 
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Thus (ni, 5) ‘Alle Moral muss aus der Flille des Herzens konuncn, 
von der der Mund Ubergehet ’ 

Such IS Sainte Albme’s view, and Lessing, when he has stated it, 
proceeds in a long parenthesis (26-78) to modify it by maintaining 
that the identification of the actor with the feehngs he has to express 
is not enough , he must have acquired the art of giving expression to 
them, that, in fact, this art is more essential than his subjective 
response to them ^ This had been precisely his standpoint in the 
Theatralische Biblwthek 

Der Herr Remondvon Sainte A 1 bine setzet inseinemganzen Werke 
stillschweigend voraus, dass die ausserlichen Modificationen des Korpers 
naturliche Folgen von der innern Beschaffenheit der Seele smd, die sich 
von selbst ohne Muhe ergeben Es ist zwar wahr, dass jcder Mensch 
ungelernt den Zustand seiner Seele dutch Kennzeichen, welche in die 
Sinne fallen, eimgermaassen ausdrucken kann, der eine dutch dieses, der 
andre dutch jenes Allein auf dem Theater will man Gesinnungen und 
Leidenschaften nicht nur eimgermaassen ausgedruckt sehcn, mcht nur auf 
die unvollkommene Weise, wie sie ein einzelner Mensch, wenn er sich 
wirklich in eben denselben Umstanden befande, vor sich ausdrucken 
wurde , sondern man will sie auf die allervollkommenste Art ausgedruckt 
sehen, so wie sie mcht besser und nicht vollstandiger ausgedruckt werden 
konnen Dazu aber 1st kein ander Mittel, als die besondern Arten, wie sie 
sich bey dem und bey jenem ausdrucken, kennen zu lernen, und eine 
allgemeine Art daraus zusammen zu setzen, die um so viel wahrer schemen 
muss, da ein jeder etwas von der seimgen dannnen entdeckt Kurz, ich 
glaube, der ganze Grundsatz unsers Vcrfassers ist umzukehren Ich 
glaube, wenn dcrSchauspieler alle ausserliche Kennzeichen und Merkmale, 
alle Abanderungen des Korpers, von welchen man aus der Erfahrung 
gelernet hat, dass sie etwas gewisses ausdrucken, nachzumachen weis, so 
wird sich seine Seele dutch den Eindruck, der dutch die Sinne auf sie 
geschieht, von selbst in den Stand setzen, der semen Bewegungen, Stel- 
lungen und Tonen gemass ist Diese nun auf eine gewisse mechanische 
Art zu erlernen, auf eine Art aber, die sich auf unwandelbare Regeln 
grundet, an deren Daseyn man durchgangig zweifelt, ist die einzige und 
wahre Art die Schauspielkunst zu studiren ^ 

Thus, in spite of the deepening and widening of the problem by 
Diderot, Lessing’s standpoint in 1767 would appear to be ■'till that 
of 1754 

^ This was Francois Riccoboni’s standpoint {UArt dn Thidtre, Pans 175O) PP 
^6ff) Cp H Oberlander, ap cit pp loz ff Later, about 1774, Mendelssohn 
expressed his views on this subject in his Beantworiung eimger Fragm in der Schauspiel- 
kunst {Gesammelte Schriften, ed at iv, i, pp 26 ff) 

® Theatralische Biblwthek^ 1, pp 264/ , SchrifUn, vi, pp 151 1 * 
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The discussion in St v (65 ff) whether an actor can have too much 
fire again goes back to Sainte Albine Chapter 111 of book 1 of Le 
Comidien is entided ‘Un Gom^dien peut-d avoir trop de Feu"^' The 
following passages have some bearing on Lessing’s text 

II cst des Acteurs, qui en criant et en s’agitant beaucoup, s’efforcent de 
remplacer par une chaleur factice le Feu naturel, qui leur manque II en 
est plusieurs, k qui la foiblesse de leur constitution et de leurs organes ne 
permet pas d’user de cette ressource Ccs derniers, nc pouvant entre- 
prendre d’en imposer i nos sens, se flattent d’en imposer k notre esprit, et 
ils prennent le parti de soutcnir que le Feu chez les gens de leur Art est 
plut6t un d^faut qu’une perfection 

Les uns sont de faux monnoyeurs qui nous donnent du cuivre pour de 
Tor les autrcs, des foux qui prdtendent nous persuader que les fnmats sont 
des beautis de la Nature, parce qu’elle couvre de neige pendant la plus 
grande partie de I’ann^e le pays qu’ils habitent 

Ne soyons point les dupes de I’artifice des premiers, m des sophismes des 
seconds Ne prenons point les cris et les contorsions d’un Gomidien pour 
de la chaleur, ni la glace d’un autre pour de la sagesse, et bien loin 
d’lmiter certains amateurs du Spectacle, qm recommandent soigneuse- 
ment aux Debutantes dont les succds les interressent, de moddrer leur Feu, 
annon^ons aux personnes de Theatre, qu’elles ne peuvent trop en avoir, 
que plusieurs d’entr’elles n’ont le malheur de d^plaire au Public, que parce 
que la nature ne leur a pas accord^ cette quality, ou parce que leur 
timidit^ les empeche d’en faire usage, qu’au contraire quelques-uns des 
Acteurs qui sont applaudis, jouiroicnt d’une reputation encore plus 
genirale et moms contest^e, s’lls etoient plus animes de cette precieuse 
flamme, qui donne en quelque sorte la vie k faction Theatrale 

On ne rdvoquera point en doute ces propositions, lorqu’on cessera de 
confondre la vehemence de la declamation avec le Feu du Comedien, et 
lorsqu’on voudra faire reflexion, que le Feu dans une personae de Theatre 
n’est autre chose que la cel^rite et la vivacity, avec lesquelles toutes les 
parties, qui constituent I’Acteur, concourent k donner un air de vent6 k 
son action 

Ce prmcipe posi, il est Evident qu’on ne peut apporter trop de chaleur 
au Theatre, pmsque faction ne peut etre jamais trop vraie, et que par 
consequent f impression ne peut etre jamais trop promte ni trop vive, et 
I’exprcssion r^pondre trop tot ni trop Addlement k fexprcssion 

Vous serez critiques justement, lorsque votre action ne sera pas con- 
venable au caractere et a la situation du personnage que vous reprdsent6s, 
ou lorsqu’en voulant montrer du Feu, vous ne nous ferez voir que des 
mouvemens convulsifs, ou entendre que des cris importuns Mais alors les 
personnes de gout, bien loin de vous accuser d’avoir trop de Feu, se plain- 
dront de ce que vous n’en avez pas assez, comme au lieu de trouver avec le 
Public trop d’esprit k certains Auteurs, elles trouvent qu’ils en manquent 
Un Auteur dans une Com^die prete le langage d’un bel Esprit a un 
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Valet ou k une Suivante il met dea madngaux ou des ^pigrammes dans la 
faouche d un Acteur agit6 d’une passion violente, et Ton dlt qu’il a trop 
d esprit II seroit plus exact de dire qu’il n’a pas celm de connoitre la 
nature, et de I’lmiter En jouant un role, vous vous livrez k I’emportemcnt 
dans des endroits qui n’en demandant pas, ou si votre cmportement n’est 
pas hors de propos, il n’est pas naturel Vous tombez dans ces fautes, 
non par exc^s, mais par d^faut de chaleur Dis lors vous ne sentez, vous 
n’exprimez pome ce que vous devez sentir et exprimer Ainsi ce n’est pas du 
FeUj c est de la ddraison et de la maladresse que nous appercevons cn vous ^ 

Once only in his Dramaturgie does Lessing refer to Sainte Albine 
by name It is at the end of his discussion of ^ayre (xvi, 147), where 
he says that Ekhof so completely fulfils all that Sainte Albine demands 
of the actor that he alone might have been the model the cntic had 
m view Lessing had in mind, as his foot-note tells us, the tenth 
chapter of the Second Part of the French work, which is entitled 
‘ Dans lequel, aux principes deja etablis sur la verite de la Recitation 
et de I’AcUon, on ajoilte quelques prcceptes importans ’, and he was 
evidently thinbng more particularly of the section of this chapter 
which deals with ‘Part de nuer les passages d’un mouvement a 
I’autre ’ It is as follows 

La Scene sixieme du quatrieme Acte de Zaire® me fournira un exemple 
de I’usage qu’ils doivent faire de ce talent Dans cette Scene, I’Acteur qui 
joue le role d’Orosmane doit se rappeller, que ce Sultan s’annonce comme 
assez genereux, pour saenfier sa passion, s’ll decouvre que Zaire soil 
entrainiie vers quclque autre par un penchant invincible, mais qu’il veut 
lire dans le coeur de cette Belle, qu’il desire que si elle lui refuse son amour, 
ellc lui accorde sa confiance, qu’il peut consentir de n’etre pas favoris^ 
comme Amant, mais qu’il ne peut se resoudre k n’etre pas distmgud comme 
ami, et qu’il seroit plus offensi de la dissimulation que de I’lndifKrence 
Ces dispositions etant suppos6es dans Orosmane, il est 6vident qu’il 
n’6coute tout son ressentiment, que lorsqu’il croit 6tre convaincu de 
I’obstmation de Zaire a le tromper par une feinte tendresse Non seule- 
ment il ne cede qu’alors a son courroux, mais m6me auparavant il est un 
instant, dans lequel on s’lmagine qu’un seul mot de la bouche de Zaire va 
calmer I’orage qui gronde sur sa tete, et a cette occasion il est k. propos de 
remarquer qu’il se fait successivement deux metamorphoses dans le cceur 
d’Orosmane, que d’abord il passe de la fiert^ a I’attendnsseincnt, et 
qu’ensuite ce dernier mouvement lait place au plus violent d^pit 

Il est done k presumer que le Sultan prend d’abord le ton de Souverain, 

^ Le Comedien, ed ci( pp 41 ff ■ 

* A note adds the comment quoted above (p aog) ‘On peut citer aprds Phedre 
une Piece que I’amour lui-m&me semble avoir dict^e ’ 
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non d’un Souverain imtd, (il auroit k craindrc d’efTrayer Zaire, et de la 
ddtoumer par li de I’aveu qu’il vent tirer d’elle) mats d’un Monarque 
di^termind k pardonner, pourvu qu’elle se reconnoisse coupable 

Quelque penchant qu’il ait k la cl<‘mence, il est sensible au tort pr^tendu 
de sa Maitresse, ct s’d a la force de ne pas lui montrer de ressentiment, du 
moins il affecte de lui parler avec froideur Insensiblement, en la regardtint, 
il sent son amour se rallumer, et bientot entrain^ par sa foiblesse il lui dit 
avec un tendre emportement, 

Ta grace est dans mon coeur Prononce Elle t’attend 

Ayant donnd cette assurance k Zaire, il ne doute pas qu’elle n’use avec 
lui de la sincerity qu’il demandc Comme les premiers discours de cette 
jeune Beauts ne rdpondent pas d’une fa^on precise k la question qu’il lui 
a faite, il demeure incertain pendant quelque terns, s’ll doit ceder i 
r amour ou k la haine Sa colere se ramme, lorsqu’il entend Zaire 
prononcer, 

Jc jure que Zaire, a soi-mfime rendue, 

Des Rois les plus puissans detesteroit la vue, 

Que tout autre apris vous me seroit odieux 

Plus Zaire met de tendresse dans son expression, plus il la soup^onne de 
faussctd, et plus elle lui paroit indigne de pardon Ainsi il s’lrnte plus, k 
mesure qu’elle se passionne davantage, et cette protestation, 

Si mon ccBur fut coupable, Ingrat, c’dtoit pour vous 

Cette protestation, dis-je, qui devroit ddsarmer un Amant moms prevenu, 
acheve de porter au plus haut point I’lndignation d’Orosmane Le 
mdpns chez lui se joint i I’lndignation II dedaignc de faire 6clatter le 
transport qm I’agite 

Un reste d’amour vient combattre encore dans le cceur du Sultan II 
est tent^ de faire un nouvel effort, pour obhger Zaire de renoncer ^ sa 
dissimulation II Im adresse de nouveau la parole, et il prononce le nom de 
cette infortun6e avec un courroux mel6 de trouble et de tendresse Mais 
enfin son ressentiment I’emporte Les preuves, qu’il croit avoir de la 
trahison de sa Maitresse, se pr^sentant a lui dans toute leur horreur, il ne 
volt plus en elle qu’une Parjure, qui mente le plus cruel supplice 
L’art de passer adroitement d’un mouvement a I’autre est difficile II 
I’est sur-tout, lorsquc ces mouvemens se ddtruisent I’un I’autre avec une 
extreme rapidit6, ainsi que dans ces endroits de la meme Trag^die de 
Zaire, 

O nuit, nmt cffroyable ' 

Peux-tu preter ton voile k de pareils forfaits^ ^ 

Again, Lessing’s description of Madame Hensel’s declamation of a 
passage in Act in, sc iii of Olint und Sophroma (iv, 1x6) is clearly 


I Le Comidun, ed at pp 208 ff 
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suggested, as I have already pointed out, by Samte Albme’s dis- 
cussion of how Act n, sc v of Phidre should be interpreted by the 
actors ^ 

That Lessing should have been influenced by what Diderot has 
to say about the actor’s art m the Entrehens accompanying his plays — 
the famous Paradoxe sur le Comidien was not printed until 1830 — was 
only natural And Diderot, as we have seen, was indebted to Samte 
Albine in this matter But there is perhaps less direct influence of 
Diderot on the Dramatmgie than might have been expected It is 
chiefly to be traced in the observations on gesture and pantomime, 
to which Diderot attached great importance, this indeed was a 
subject m which Lessing had long been interested. The use of gesture 
(‘gestus’)“ by the actor is discussed at the close of St iii and in 
St rv. 

In the sketch of Der Schauspieler Lessing had already noted for 
discussion ‘Die Lehre von der Bewegung der Hande hiess bey den 
Alten die Chironomie Deutsch vielleicht die Hande-Sprache ’ This 
heading was, no doubt, suggested by Du Bos’ Dissertation sur ks 
reprisentatwns thidtrales des anctens, translated for the Theatrahsche 
Bibliothek, where the sixteenth section deals with ‘Des Pantoimmcs, 
ou des Acteurs qui jouoient sans parler ’ In section xiii, Du Bos had 
said concerning ‘la Saltation, ou I’Art du Geste’ 

Suivant Athen^e, Th^lestes avoit ete I’lnvcnteur de cette espece de jeu 
muet, ou de danse sans saults et sans pas i^levds, et laquelle nous appel- 
lerons ici le plus souvent I’art du geste Nous ne ferons en cela que lui 
donner le meme nom que lui donnoient souvent les Anciens Ils I’appel- 
loient souvent Chironomie, et ce mot traduit litt6ralement, sigmfie la regie 
de la mam ® 

* Le Com/dien, ed cit pp 198 ff (part ii, chap x) See above, p 34, note 2 

® Batteux defines the word ‘gestus’ as follows (Pnncipes de la litUrature, ed cit 
1, P 3'9) ‘Nous entendons par geste, les mouvemens exteneuis et les attitudes du 
corps Gestus, dit Ciceron, est confomustio qwedam et figura tolius oris et corpons ' At 
the end of his criticism of Ekhof as Dorimond in Ceme, Lessing quotes Tot lingae, 
quot membra oiro' — a quotation which he found in Du Bos’ fUjUxions critiques sur la 
Poesie et sur la Peinture (xvr, Des Pantomimes, 6th ed Pans, 1755, m, p 265 , Lessing’s 
translation, Theatraluche Bibliothek, 111, p 262) ‘Le Commentateur de Sidomus 
rapporte mime k ce aujet I’Epigramme ancienne qu’on va lire, et dont on ne 
connoit point I’Auteur Totlingwe Tous les membres du corps d’un Pantomime 
sont autant de langues, k I’aide desquelles il parle sans ouvrir la bouche ’ (Also 
cited by Petersen, ed cit p 203 ) 

* lUftexions, m, xiii {ed cit 111, pp 210 f), cp Theatrahsche Biblwthek, Jii, 
p 209 
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And further 

Nous avons dit ci-dessus que Part du geste (itoit compost de gestes 
naturels et de gestes d’lnstitution ^ Onpeut bien croire que les Pantomimes 
se servoient des uns et des autres, et qu’ils n’avoient pas encore trop de 
moyens pour se faire entendre Aussi, comme le dit Saint Augustin, tous 
les mouvemens d’un Pantomime sigmfioient quelque chose Tous ses 
gestes 6toient des phrases, pour ainsi dire, mais seulement pour ceux qm en 
avoient la clef* 

Lessing realised (iv, 14) that the art of the pantomime and that 
of the actor must be measured by different standards, a greater 
restraint was imposed upon the latter — or as Du Bos had put it 
‘Comme les Pantormmes dtoient dispenses de nen prononcer, et 
comme ds n’avoient que des gestes a faire, on congoit ais6ment que 
toutes leurs demonstrations dtoient plus vives, et que leur action 6toit 
beaucoup plus animee que celle des Gom^diens ordinaires But 
Lessing will not countenance the actor who uses conventional and 
artificial gestures It is true, he says (iv, 35), that Hogarth recom- 
mended the actor to move his arms in beautiful waving lines, but 
with every possible variety, and not as a constant mannerism 
Hogarth’s Analysis of Beauty (published in 1753) had been translated 
into German by Lessing’s friend Mylius under the title of Zfrgltedemng 
der Schonheit, die schwankenden Begnjfe von dem Geschmack festzusetzen 
(London [and Hanover], 1754), and for the second edition (Berlin, 
1754) Lessing had provided a preface The following is the passage 
from the original which comes into question here 

From what has been said of habitually moving in waving lines, it may 
possibly be found that if stage-action, particularly the graceful, was *^0 be 
studied lineally, it might be more speedily and accurately acquired by the 
help of the foregoing principles than the methods hitherto taken It is 
known that common deportment, such iis may pass for elegant and proper 
off the stage, would no more be thought sufficient upon it than the dialogue 
of common polite conversation, would be accurate or spirited enough for 

* Petersen notes (erf at p 183) that Lessing had intended to discuss in the second 
part of Laokoon the difference between ‘naturhche’ and ‘willkuhrliche’ signs 
(the terms used by Lessing in his translation of this passage See Theatraluche 
Bibliothek, 111, p 259) And in his Collectama we find a beginning of a collection 
of ‘die verabredeten Gebehrden und Zeichen dutch welche bey den Alten die 
Kunst der Pantomime sehr erleichtert wurde’ (Schriften, xv, p 336) 

“ Rdjiexions, iii, xvi, erf ci( in, p 262, Lessing’s translation, Theatralische 
Bibliothek, 111, p 259 A note in the lUJUxions {ibid ) adds the reference S Aug de 
Doctr Ckr I 3 ® Rijkxions, ed at 111, pp 276 f 
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the language of a play So that trusting to chance only wiU not do. The 
actions of every scene ought to be as much as possible a compleat com- 
position of well varied movement^ considered as such abstractly, and 
apart from what may be merely relative to the sense of the words Action 
consider’d with regard to assisting the authors meamng, by enforcing the 
sentiments or raising the passions, must be left entirely to the judgment of 
the performer, we only pretend to shew how the limbs may be made to 
have an equal readiness to move in all such directions as may be required 

Lowen, in his Kurzgefasste Grundsatze von der Beredtsamkeit des Leibes 
(Hamburg, 1755), had recommended the actor to study Hogarth’s 
work Concerning the use of the arms and hands he says, ‘diess 
nannte er eine Schlangenhme oder eine wellenforimge Bewegung’ * 
Lessing, however, will have no artificial ‘ Portebras ’ of meamngless 
gesture (iv, 44) “ 

Lessing resists the temptation (56) of entering further into the 
distinction of ‘bedeutend’, ‘mahlerisch’ and ‘pantomimisch’ in 
gesture. In the Collectanea he speaks of these — ‘ Mahlende und 
bedeutende Gebehrden und Gesten, die allgemein oder doch in 
gewissen Gegenden allgemein verstandlich smd’ — as a matter for 
further consideration * 

Hogarth had referred to ‘what Shakespear calls, continually sawing 
the airf and to Hamlet Lessing now turns m his further discussion of 
the performance of Olint und Sophroma (v, 47 ff ) He quotes Hamlet’s 
advice to the players (but not, be it noted, in Wieland’s translation) 

Speak the speech, I pray you, as I pronounced it to you, trippingly on 
the tongue but if you mouth it, as many of your players do, I had as lief 
the town-cner spoke my lines Nor do not saw the air too much with your 
hand, thus, but use all gently for in the very torrent, tempest, and, as I 
may say, the whirlwind of passion, you must acquire and beget a temper- 
ance that may give it smoothness 

^ Analysts of Beauty, London, 1753, p 151 (Mylius’s translaUon, London, 1754, 
PP 127 f) 

* The same terms are used in an interesting passage (quoted by Petersen, ed cit. 
p 183) from J C Brandes’s Lebensgescktchte (2nd ed Berlin, 1802, 1, p 169), in 
which Brandes relates how the ballet-master of Schonemann’s company instructed 
him in deportment — among other thmgs m the ‘ Schlangenlinie ’ or ‘ wellenfbrmige 
Bewegung’ 

“ I have failed to find this word m any French source May it be a contraction 
of ‘porte de bras'^ Francois Kiccobom, discussmg the word ‘grace’, says that th£ 
actor in scenes of great emotion may forget all rules of gesture and ‘porter ses ’ 
jusqu’au-dessus de sa t€te’ </k «/ pp I3f) 

* Schnften, xv, p 154 * Analysts of Beauty, ed cit p 152 

31 
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The art of the actor, Lessmg says in St. v (95), stands midway 
between the graphic arts and poetry It is transitory {Ank. 93) , a 
‘transitory painting’ (v, 97) As visible painting, beauty must be its 
highest law, as transitory painting, it need not always give its positions 
that calm which is so impressive in ancient works of art These thoughts 
form one of the links between Laokoon and the Dramaturgie , in the 
‘ Vorrede’ of the earher treatise he had quoted Simomdes’s statement 
that painting was a ‘stumme Poesie’ — a phrase which he uses here 
of acting Lessing has high praise for Ekhof’s delivery of ‘moral 
apophthegms and general sentiments, these tedious evasions of an 
embarrassed poet’ (ii, 95) * What is the secret of his success in 
dehvenng even the commonest of ‘moral utterances’^ Such senti- 
ments must come from the heart (ui, 5), they must, moreover, be 
well memorised, so that the actor may deliver them with complete 
fluency and mastery, and they may appear inspired by the immediate 
situation 

This matter had been under discussion ten years earlier between 
Lessing and Mendelssohn On August ii, 1757, the latter expressed 
the opinion, in discussing the performance of Miss Sara Sampson, that 
philosophical passages were not suitable for declamation 

Wenn die Philosophic sich in ihrer ganzen Starke zeigt, so will sie mil 
einer gewissen Monotome ausgesprochen werden, die sich auf dem Theater 
mcht gut ausnehmen kann ^ 

1 Samte Albine more than once compares the actor with the painter ‘ Le Pemtre 
ne pent que repr&enter les ivenemens Le Gomidien en quelque sorte les reproduit ’ 
{Le Comidien, ed cit Introduction, pp 14!), and ‘Le Com6dien est Pemtre ainsi 
que le Poete’ {ibid part i, chap i, ed at p 24) I have not succeeded in tracing 
the source of the allusion to ‘das Wilde eines Tempesta, das Freche ernes Bermni’ 
(v, 100) Tempesta is Antonio Tempesta of Florence (1555—1630), famous as a 
painter of battle pieces and as the illustrator ofTasso, Lorenzo Bernini (1598-1680) 
was most widely known as an architect Lessmg mentions him m his Collectanea 
{Schriften, xv, pp 154 f) An allusion to the independence and self-confidence of 
Bermm occurs m a review of Mimoires de Charles Perrault, Avignon [Parish], 1759, 
in the Biblwthek dm schonen Wissenschaften, vii (i), 1761, pp 127 f 

* Cp D’Aubignac, Pratique du Thddtre, iv, chap v {ed at 1, pp 289 f ) ‘II faut 
poser pour asshr^, Que tous ces Discours Instructifs, sont ordmairement defectueux 
sur le Theatre, parce qu’ils sont de leur nature froids et languissans ’ And again 
(p 295) ‘ Premierement, ces Maximes generates, ou Lieux-communs, doivent fitre 
attaches au Sujet, et apphqu^es par plusieurs circonstances aux Persoiinages ct 
aux affaires du Theatre, en sorte qu’il semble que cclui qui parle, ait plus presens 
k I’esprit les mterfits du Theatre, que ces belles veritez ’ 

’ Gesammelte Schnften, ed at 121, cp Schriften, xix, p 104 
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To this Lessing replied on September 14 

Der Grundsatz 1st nchtig der dramatische Dichter muss dem Schau- 
spieler Gelegenheit geben, seme Kunst zu zeigen Allein das philosophische 
Erhabne 1st, meines Erachtens, am wemgsten dazu geschickt, denn eben 
so wemg Autwand, als der Dichter, es auszudrucken, an Worten gemacht 
hat, muss der Schauspieler, es vorzustellen, an Geberden und Tonen 
machen . Ichberufemich, stattdesbestenBeweises, aufdenUnterschied, 
der unter den Gebehrden des Schauspielers 1st Einen Theil der Gc- 
behrden hat der Schauspieler jederzeit in seiner Gewalt, er kann sie 
machen, wcnn er will, es sind dieses die Veranderungen derjemgen 
Gheder, zu deren verschiednen Modiiikationen der blosse Wille hin- 
reichend 1st Allem zu einem grossen Theil anderer, und zwar gleich zu 
denjemgen, aus welchen man den wahren Schauspieler am sichersten 
erkennt, wird mehr als sem Wille erfordert, eine gewisse Verfassung 
des Geistes nehmlich, auf welche diese oder jene Verandening des Korpers 
von selbst, ohne sem Zuthun, erfolgt Wer ihm also diese Verfassung 
am meisten erleichtert, der befordert ihm sem Spiel am meisten '• 

In so far then as moral sentiments are general deductions, Lessing 
now concludes (m, 85), they must be spoken with calmness and a 
certain coldness, yet in so far as they are not abstract 'symbolical 
conclusions’, but expressive of generalised feeling, a certain fire and 
enthusiasm are called for The actor must vary his delivery of such 
sentiments as the one or the other of these considerations pre- 
dominates If the situation is calm he must put warmth and en- 
thusiasm into his tone , if the situation is violent, the moral sentiment 
must have a calming effect Ekhof — and Lessing is writing under 
the immediate effect of his acting in the small role of Evander in 
Olint und Sophronia — shows up, by his just observance of these principles, 
the defects of most actors who reverse the process and spoil everything 
by excessive gesture 

Madame Hensel’s impressive acting in the death of Miss Sara 
Sampson^ suggests some theoretical considerations on the representa- 
tion of death in the theatre which may find a place here Following 
J Adolf Schlegel in his translation of Batteux,® and J Ehas 

^ Scknften, xvii, p 12 1 This is also quoted by Peteraen {ed cit p 182), and by 
S Rmdskopf, Der sprachliche Ausdruck der Affekte in Lessings dramatischen Werken 
(Dus Wurzburg, Dresden, 1901, p 7) Thu dissertation deals with Lessing’s mode 
of indicating emotion in his dramas 

“ See above, pp 34. f 

* Einsckrankimg der schonen Kunste auf einen eingigen Grundsatz, note to part n, chap v 
(3rd ed Leipzig, 1770, 1, pp 110 ff). 
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Schlegel,^ Mendelssohn had already demanded restraint m pre- 
sentation* 

Die ausserhche Handlung eines Sterbenden z B muss nur der Vor- 
stellung, die wir vom Sterben haben, nicht widersprechen Durch cm 
gelindes Hauptneigen, durch eine matte unterbrochene Stimme, kann sie 
der Embddungskraft zu Hulfe kommen, die itzt in der grossten Bereit- 
willigkeit 1st, sich betrugen zu lassen Das Hauptwerk aber, den grossten 
Antheil an dem Betruge, muss sie der Poesie uberlassen, die in dem Trauer- 
spicle die herrschende Kunst 1st So bald der Sterbende rochelt, schaumt, 
die Augen verdrehet, und die Gbeder vcrzuckt, so verdunkeln diese 
gewaltsame smnliche Handlungen durch ihre Gegenwart alle Tausch- 
ungen der Dichtkunst * 

No doubt It was with a view to his description of Madame Hensel as 
Sara that Lessing wrote to his brother Karl, asking him to send him 
a medical treatise from his library Von dem ^upfen der Sterbenden 
‘Ich weiss mcht, wie der Verfasser heisst, auch kann ich mich auf 
den lateimschen Tittel mcht besmnen Du wirst sie aber bald 
erkennen, und sie muss zuverlassig da seyn Schicke mir sie gleich 

Lessing’s comment on the delivery of Madame Lowen is that it 
shows a correct, but not too noticeable accentuation (vni, 52). If it 
tends to monotony, she makes up for this by a ‘delicacy’ which he 
misses in most actors He explains this by comparing it to that which 
in music is called ‘Mouvement’^ — ^that is, not the bar itself, but the 
degree of qmckness or slowness with which it is played Here Lessing 
appears to have had in mind a passage in Diderot’s second Entretien 
sur le Fils naturel 

Dans les cantabile, le musicien laisse k un grand chanteur un libre exercice 
de son gout et de son talent, il se contente de lui marquer les intervalles 

* Von der Unahnlichkeit in der J^achahmmg, Werke, ed cit in, pp 1 74 f 

” Litteraiurbnefej^o bocxiv, February 14, 1760, erf cit v, pp logf , GesanmelU 
Scknften, erf cit iv, z, pp 15 f 

® Scknften, xvii, p 232 In the Beytrage e.ur cntuchen Histone etc , St xv (1736), 
PP 390 > there is an Abhandlmg von detun auf der Schaubufme sterbenden Persc^en, 

in sofern man sie nemlich vor den Augen der Zuschauer solle sterben oder ihren Tod erHIhUn 
lassen But it is not relevant to the present passage, though the representation of 
death by poison is somewhat superficially discussed (pp 402 ff ) 

* ‘Les tons et les gestes,’ Batteux had said (Pnncipes de la littirahire, ed cit 1, 
P 347), ‘ne sont pas aussi fibres dans les Arts, qu’ils le sont dans la Nature . Tout 
est calculi, 1“ par la Mesure, qui rigle la dur6e de chaque ton et de chaque geste, 
2° par le Mouvement, qui hite ou qui retarde cette mtoie dur^e, sans augmenter 
m dmunuer )e nombre des tons, m celui des gestes, m en changer la quaht6 ’ 
Sainte Albme also uses the word ‘mouvement’ m connexion with actmg 
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prmapaux d’un beau chant Le pocte en devrait faire autant, quand il 
connalt bien son acteur Qu’est-ce qm nous affecte dans le spectacle de 
rhomme anim6 de qucique grande passion^ Sont-ce ses djscours’’ Quel- 
quefois Mais ce qui ^meut toujours, ce sont des cns, des mots marticulds, 
des voix rompues, quelques monosyllabes qm s’^chappent par inter- 
valles .C’est I’acteur qm donne au discours tout ce qu’il a d’^nergie 
C’est lui qm porte aux oreilles la force et la v6Tit6 de I’accent *■ 

But Lessing insists that the actors must show a certain ‘decency’ 
in representing violent scenes (ix, 65) ‘Die Pantomime muss me bis 
zu dem Eckelhaften getrieben werden ’ Here again, not merely a 
passage in Laokoon might be quoted — ‘Hierzu fuge man, dass der 
Schauspieler die Vorstellung des korperlichen Schmerzes schwerlich 
oder gar nicht bis zur Illusion treiben kann’“ — but also one by 
Mendelssohn in the Litteraturhnefe, which Lessing makes use of else- 
where (v, 74, xxvri, 30) Here Mendelssohn wrote 

die Pantomime muss sich auf der tragischen Schaubuhne, sowohl als 
die Musik in den Schranken eincr Hulfskunst halten, und sich huten zum 
Nachtheil der Hauptkunst, der dramatischen Poesie, ihre Zauberkunste 
zu verschwenden Solche ausserlichc Handlungen nehmlich, die durch 
das Schreckliche, das Wunderbare, das Ungeheuere, oder das Niednge, das 
ihnen, nicht als Zeichen der Gedanken, sondern bios als Pantomime 
anhangt, die Aufmerksamkeit der Zuschauer von der poetischen Illusion 
ablocken konnen, die mussen von der Buhne entfernt werden ® 

Finally, the careful actor must preserve the ‘ Costume ’ of his role 
(i, 59, cp also XLH, 58, 61) This technical term is defined by Du Bos 
as follows 

La vraisemblance poetique consiste k observer dans son tableau ce 
que les Itahens appellent il Costumi, c’est-a-dire, k s’y conformer a ce que 
nous s9avons des moeurs, des habits, des batimens et des armes particuheres 
des peuples qu’on veut representer * 

Lessing accepted Lowen’s view of the ‘Principal ’ or actor-manager 
who had degraded a free art to a handicraft {Anh 30) But he was 
fully aware of the practical exigences of conducting a theatre, he 
admitted that there must be plays of a mediocre character that 
provided opportumties for the actors (78) He realised that if out of 

1 (Euvres computes, ed cit vii, pp 105 f , Lessing’s translation, ed cil 1, pp 207 f 

“ Section IV, Schriften, ix, p 24 

® Litter atuTbriefe, No Ixxxiv, February 14, 1760, ed at v, pp logf , Gesammelte 
Schnften, ed at iv, s, pp 15 f See also above, p 484 

* RiJUxwns aitiques sur la Poesie el sur la Peinture, 1, xxx, ed at 1, p 245 
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four or five persons some were excellent, one must be content, the 
theatre where even the candle-snuffer is a Garrick^ (n, 89) belongs 
only to the realms of the imagmadon 

What Lessing has to say about the employment of music in the 
theatre is not of much consequence The matter is discussed mainly 
in St xxvi-xxvn, with particular reference to the music which 
Johann Fnednch Agncola^ had written for the performance of 
Semtramis 

The modern theatre orchestra, Lessing says (xxvi, 18) has taken 
the place of the ancient chorus It is hardly necessary to seek a source 
for so obvious an opimon, but the following from Parfaict’s Histoire 
du Thedtre fran^ois [ed at 111, p 455 — this is a page from which 
Lessing cites m St lv®) may be quoted The author, in discussing 
the use of the chorus in old French drama, observes 

L’embarras, et la d^pense de ccs Ghceurs les firent disparoitre du 
Theatre A la place du chant, on y substitua desjoueurs d’lnstrumens, qui 
furent d’abord places sur les ailes du Theatre, oil ils ex^cutoient differens 
airs, avant le commencement de la piece, et de chaque Acte Ces Sym- 
phonistes, dans la suite, changerent de place, on les mit au fond des 
troisi^mes loges, ensuite aux secondes, et enfin k I’Hotel, ou les Comediens 
repr^sentent actuellement, onjugea qu’ils seroient mieux entre le Theatre 
et le Parterre, et I’Acteur des Ghceurs qui ddclamoit, fut remplace par 
les confidens ou confidentes 

Lessing then proceeds to quote Der cnlische Musikus, a journal pub- 
lished by Johann Adolf Scheibe (1708-76), who had been settled in 
Copenhagen since 1744 Originally published in 1737, Der crittsche 
Musikus appeared in a ‘ neue vermehrte und verbesserte Auflage ’ at 
Leipzig in 1 745. The following quotation from St 67 (December 8, 
I 739 i (Hamburg, 1740), PP 319 ff) will illustrate Lessing’s intro- 
ductory remarks (xxvi, 22) 

* The esteem which Garrick enjoyed on the continent in the eighteenth century 
was very high, in fact, almost mythical In his Laokoon (section iv) Lessing 
says {Schriften, ix, p 33) ‘Wenn ich fande, dass es unserc Schauspieler rucht 
konnten, so musste ich erst wissen, ob es auch cm Garrik mcht vermogend 
ware ’ 

“ J F Agricola, born m 1720, studied music under Sebastian Bach, and became 
Court composer to the theatre in Potsdam, from 1759 he was musical director ro 
Frederick the Great, his death took place in 1774 He was a personal friend of 
Lessmg Johann Wilhelm Hertel (mentioned xxvi, 153) was born at Eisenach in 
1727, and from 1757 on was Court composer in Mecklenburg He died in 1789. 

® See above, p 394 
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Die zwote Gattung theatralischer Sinfomen gehoret eigentlich zu den 
Tragodien und Gomodien Es darf sich inzwischen lucmand wundern, 
dass ich dxese Sinfomen besonders zu untersuchen, fiir gut befinde. Viel- 
leicht 1st noch niemand sonderlich darauf gefallen, dass es eine nothwendige 
Sache 1st, zu den Gomoedien und Tragoedien besondere Sinfomen zu 
verfertigen Vielleicht kann ich mir mcht unbillig schmeicheln, dass ich 
der Erste bin, der dieser Sache ordendich nachgedacht, und sie bereits 
durch offendiche Proben zur Ausubung gebracht hat Nachdem ich 
aber ganz leicht einsehen konnte, dass nach der Verschiedenheit der 
Schauspiele, auch die Music dazu verschieden scyn muste, und dass also 
ein jedwedes Schauspiel seme besondere und eigene musicalische Be- 
gleitung zwischen den Aufzugen oder Handlungen erfoderte Diese 
meine Meynung uberlegte ich hernach mit einigen guten Freunden, und 
sonderlich sprach ich nut cinigen geschickten Leuten der Neubenschen 
Gesellschaft, und auch selbst mit der Frau Neuberin davon, die denn 
sammtlich meinem Vorschlage bcyfielen, und auch um eine Probe davon 
ersuchten Ich entwarf also anfangs die Sinfomen zu dem vortreflichen 
Trauerspiele Polyeuctes, und kurz darauf auch die Sinfomen zum 
Trauerspielc Mithridates, die denn auch beydeim Jahre 1738ZU erst all 
hier und hernach auch in Leipzig und in Kiel aufgefuhret worden sind 

The lengthy quotation (xxvi, 34 ff ) from Der critische Mustkus (ii, 
St 67 (Hamburg, 1740), pp 322 ff) does not correspond altogether 
with the text, there being frequent small changes and some omis- 
sions ^ 

In St Lxxx (i 13) Lessing has something to say on the part played 
by ‘Verzierungen’ in the theatre — a matter suggested by Aristode’s 
remark, in the fourteenth chapter of his Poetics, on the arousing of 
fear and pity by spectacular means And he points to the case of 
Shakespeare as showing how inessential are such decorations He 
quotes here from Cibber’s Life of Sir William Davenant [Lives of the 
Poets of Great Britain and Ireland, ed cit 11, pp 78 f) a passage which is 
concerned with the performance of The Siege of Rhodes at the Duke’s 
Theatre in 1663 Before the words at the end of the extract quoted by 

1 Schutze (0/1 cit pp 233 f ) refers to the Hamburg practice as follows ‘Scheibe 
machte die fur die Kunst wichtige Entdeckung dass die vor und zwischen den 
Stucken zu spielende Musik mit dem Inhalt der Stucke uberemstimmcn, dassjedes 
Stuck seine eigne, ihm angepasste musikalische Begleitung haben musse Lessing 
giebt in seiner Hamb Dramaturgie (ira 26 Stucke) erne Stelle aus Scheibens 
kntischen Musikus, die sich darauf bezieht und fugt sein Kennerurthcil hinzu 
Wie wemg 1st dieser lehrreiche Wink das Orchester zu verbessem in der Folge auch 
in Hamburg benutzt * Wie wenig hat man Poesie und Musik in nahere Verbindung 
zu setzen gewusst oder gewolit ' Wie oft unpassende Angloisen vor Trauerspiclen, 
Adagios vor Lustspielen geigen lassen ' * 
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Lessing — ‘The spint and judgment of the actors supphed all de- 
ficiencies, and made as some would insinuate, plays more intelligible 
without scenes, than they afterwards were with them’ (p 8o) — there 
occurs in Cibber’s text (p. 79) the sentence. Tn Shakespear’s time 
so undecorated were the theatres, that a blanket supphed the place 
of a curtain ’ 



CONCLUSION 


About the beginning of the present century, when Germany was 
overhauling her school curricula, a considerable controversy was 
stirred up in respect of the suitability of the Hamburgische Dramaturgie 
for educational purposes,* with the result that this work was deposed 
from the prominent position which it held last century in the German 
schools 

This IS a conclusion which has generally been admitted to be 
reasonable That the Dramaturgie is a work whose cnticism is directed 
for the most part to long-forgotten plays, which no schoolboy could 
ever be expected to read, necessarily eliminates as desirable reading 
for schools a large part of its contents And even its dramatic theory 
can only lay claim to historical interest Lessing’s interpretation of 
Aristotle has not stood the test of time — ^indeed, as we have seen, it 
IS for the most part out of date and misleading And his theory of 
tragedy, hindered by the narrow ‘moral’ demands of the age of 
enlightenment, has long faded in the light of the new aesthetic 
theories which have developed in Europe under Romantic stimulus 
m the last century and a half Much — very much — of Lessing’s 
treatise has gone by the board 

The value of the Dramaturgie may even have been further diminished 
in modern eyes by the foregoing mvestigations, which have deprived 
Lessing’s criticism of individual plays and his dramatic theory, to a 
degree not hitherto suspected, of the credit of originality and initiative 
Admitting, as we have always adnutted, that the valuable kernel of 
the treatise lies m its exposition of the theory of tragedy, it is at once 
obvious that a periodical journal, criticising from day to day the 
work of a theatre dependent for the most part on mediocre plays, was 
the least suitable medium for the presentation of a system of dramatic 
aesthetics Views expressed under journalistic pressure, on the spur 
of the moment and m respect of the chance occasion offered by the 
play under consideration, might indeed provide valuable material 
for a treatise on what we now call ‘dramaturgy’ — though Lessing 
hardly envisaged it as this, but they could not constitute such a 
treatise The work suffers, as the Laokoon also had suffered, m that it 

^ Cp F Seiler, Der Gegenwartswert der Hambwgiscken Dramaturgic f Berlin, 1901 
(2nd ed Berlin, 1912) 
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IS a collection of disjointed matenals, it is not the complete work that 
we should have liked to receive from the pen of so great a critic 
Lessing’s views here do not form a clearly thought-out system , indeed 
they are not always to be reconciled vnth one another Finally, the 
disheartemng conditions of the whole theatrical enterpnse — doomed 
almost before ever it had begun — cast a shadow on the work which 
It IS difficult to forget 

In the end, those who wish to maintain the lasting value of the 
Dramaturgie have been driven to the last ditch of style In this respect, 
claims for ‘present-day’ value certamly can be made good, cilthough 
I note that even here the argument has been used that it is not wise 
to offer Lessing to young German scholars, lest they be tempted to 
wnte as he wrote His style is old-fashioned — but so, for that matter, 
is Goethe’s — and cumbered, as eighteenth-century German was, with 
Latmisms, it indulges unnecessarily in foreign words , it is, perhaps, 
more French than German in its antitheses and witty persiflage But 
if I may venture the opinion, I doubt whether these objections are 
valid — even for the school Perhaps, indeed, just in these days when, 
under the influence of new literary theories, German critical writing 
IS falling back into old failings — nebulosity, unclear thinking, the 
wrapping-up of thought in a deluge of words — there could be worse 
lessons for German style than those which Lessing has to teach In 
any case the positive value of his style is not likely to escape the 
admiration of the foreign reader, we in England have always rejoiced 
in his clear-cut phrases his precise concrete thinking even his often 
misdirected persiflage 

What Lessing has to teach us may not be as onginal as we used to 
think It was , but his way of teaching has driven the lessons home as 
his predecessors were unable to do Others before him had attacked 
the rule-bound artificiality of the tragedie classique, but none was able 
to dethrone it so effectively as he, with his bnlhant reduction of the 
plot of Rodogune to absurdity , the rules had been discredited, even in 
France, long before Lessing — but who has put the whole problem 
they involve more brilliantly and cogently than he^ 

Again, when it comes to concrete criticisms of individual writers, 
he may be manifestly unfair to his great opponent Voltaire, but who 
can overlook the wit of the rapier thrusts with which he demolishes 
him^ And from no work of the eighteenth century does a more vivid 
portrait of the greatest of Lessing’s contemporaries emerge than from 
the Hamburgtseke Dramaturgie Lastly, as we have seen, Lessing’s 
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championship of the supreme master of the drama is much less than 
has often been supposed, there were other critics of the eighteenth 
century before him — even men such as Gerstenberg — who had a 
more whole-hearted appreciation and understanding for the greatness 
of Shakespeare’s art and mind than, he, and whose eyes were less blink- 
ered by eighteenth-century theories and eighteenth-century morahty, 
but, none the less, it was Lessing who by phrases and winged words 
achieved more for the growing appreciation of Shakespeare in Ger- 
many than any other before the outbreak of the Sturm und Drang. 
The deep value of Lessing’s mind as expressed m his style is certainly 
not to be gainsaid 

But still, in the end, we may agree that the amount of the Ham- 
burgische Dramaturgic utilisable for pedagogic purposes might be re- 
duced to comparatively few pages These considerations, however, 
are not such as concern us here Did we attach weight to them, they 
would place an embargo on the study of all treatises of the past on 
taste or aesthetics, from Anstotle onwards. As a historical document, 
a compendium of aesthetic theory, the Hamburgische Dramaturgic is of 
the first importance For the understanding of the drama of the 
eighteenth century — and that not only m Germany — its study is 
obligatory For it is, without question, the greatest treatise on the 
theory of drama which that century produced Its value in this 
respect is not diminished by a weakness which has emerged more 
fully in the course of this study — ^its lack of originality Rather indeed 
IS its historical value increased for we are able to see how a first-class 
critical mind viewed the doctrines which dominated the eighteenth- 
century theatre and the theoretical conceptions of the drama It 
sums up, draws together the threads, as it were, of all that the 
eighteenth century thought on this subject, and pronounces judg- 
ments — often, It may be, shortsighted, but all logically justifiable — 
which do not affect German drama alone It is not merely, in all 
essentials, the greatest dramaturgic text-book of its century it repre- 
sents in general the most advanced thinking which Europe had 
attained at the close of the third quarter of that century We may not 
be able to learn from it much knowledge which we can apply to the 
drama of to-day — though often, amidst the vagaries of the so-called 
expressionist drama of the last generation, I have felt what a godsend 
would have been the cold clear light of Lessing’s translucent mind 
But even so, we can and do learn from it the best that the eighteenth 
century thought about the drama of its own age 
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Dacicr on 316,317 
Didaskalia 120 (and note i) 
Nuomachean Ethics 42 1 
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and Rousseau 231-2, 300-1 
Daniel, Samlel 
263 

Philotas 254 (note 3), 263 (and note 

2) 
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oder der wahrsagende Ehemann) 33, 
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influence of, in Germany 232, 341, 
on Lessing 115, 206, 341, 369, 

398. 433, 453. 479. 484 

no critical estimate of as dramatist, in 
Hamburgische Dramaturgic 232, 
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5. 7. 9-' I. 24 (and note 3), 117, 
130 (and note 2) 

Hof von Holland, performances in 
10 

Italian opera in 10 
‘ Komodienhaus ’ in 14, 77 
opera house in lo, 14, 27 
Stoats- und Umversitatsbibliothek in 41, 
63. 68, 69, 77 (note 2), 81, 82, 
86, 88, 92, 93, 109 (note 1), 126 
(note 1), 234 

theatre in 1 o, 29 , financed by citizens 
18-9 

new bmlding, description of 14-6, 
opemng of, by Ackermann, 
176s 13, 16, 56, 58, 74 
Hamburo ‘Nationaetheater’ 

10, 1 1, 13, 18, 29, 121 
acting company of 27—39 
agreement concerning, 1767-77 18, 
40 

aim of enterprise 1 2 1 
‘Consortium’ m financial control of 
18, 19 

continuation of previous undertaking 
•3. '9 

control by actors of 20, 50 
dates of theatre season during period 
of enterprise 26,41, 127 
failure of enterprise 1 1 , 26, 27, 36, 37, 
50. 130. 344 

influence of J E Schlegel on scheme 
for 19-20, 342 

Lessing’s position m regard to 17-8, 
20, 116-9, 126-7, 471, his views 



General Index 


on 35-6, occasions of closure, 
during Lessing’s tune 59 [notes 
2 & 3). 53 (notes I, 9 , 3, 4) 
opening of, April 21, 1767 13, 94, 

55 > 56, 123. * 33 . ' 42 . a 6 i 
opposition to reforms in 95 
organisation and staff of 13-39, ' '6. 
118 

practical details of performances in 49 
public of 95, 36-7, 308. 458 
repertory of, during period covered 
by Hamburgische Dramaturgie 90 , 
96, 40-93, 979-80 
ballets (and other attractions) in 
96, 39, 49, 43, 49 
changes in programme 59 (note 
4), 64, 87 (note i) 
comparison of, with others 49 
dependent on mterests of actors 
40, 41, 126, 485 
Dutch plays in 46, 47 
English plays in 44, 46, 47, 49 
first performances of new plays in 
50-1, 59, 61, 82 

French plays in 44, 45, 46, 47, 
48-9, 133, Lessing’s criticisms of 
1 64-244 

German plays in 44, 45, 46, 47, 
49 . ' 33 . Lessing’s criticisms of 

‘33-63 

harlequinades in 43, 49 
Italian plays in 45, 47, 49, 280 
^.essmg’s view of 25^, 49—50, 126, 
133, 160, 485 

hght thrown by, on German i8th 
century theatre 42 
list of dramatic works m (with 
number of performances of 
each) 43, 44-7 

list of dramatic works performed 
m, during period covered by 
Dramaturgie 51-4 
lists of, among Lessing’s papers 
41-2, 238, 262 (note 6) 
‘Nachspiele’ in 42, 46, 47, 49 
native works in 49, 133 
notes on dramas performed m, 
during period covered by Dra- 
mahtrgu 54-93 


515 

playblUfl oS, in EkhoTs collection 
33 (note 2), 41, 43 (notes 9 & 3), 
44 (note I), 53 (note 2), 85 
(note i) , m Hamburg collection 
41, 88 

productions of Ackermann’s 
management repeated in 40, 48, 
50, 60, 63, 64, 66, 69, 73-4, 75, 
76. 79. 83, 85, 88, 90, 92, 260 
(note 3), 280 

scheme of ‘theatre poet’ for 116, 
118-9 

translations of French plays in, 
identification of 54 
well-known plays repeated in 50, 
58, 59, 60, 61, 63, 64, 65, 66, 67, 
68, 70, 7 '. 72. 75 . 77 . 78, 79 . 81. 
86, 87, 88, 89, 90, 91, 92, 
93 

scheme for improved conditions in 

24. 25. 40. 50 

‘Vorlaufige Nachneht’ concerning 
(October, 1766) 20 (note 3), 

20-3. 25, 40. '26 

Hamburgische Address-Comto/r 
Nachrkhj EH 

33 (note 2), 43 (note 3), 44 (note 1), 
52 (notes I & 4), 53 (notes 2 & 4), 
61 (note i), 68 (note i),87 (note i), 
92 (note 2) 

Hamburgische Beytrage 

63 

Hamburgische Correspohdeht 
82 

Hamburgische Dramai urgie 

(See Special Index for specific 
references to particular sections) 
83, 144 (note 3), 163, 168, 205, 2o6, 
207, 21 1, 307, 309, 341, 367, 369, 
429. 474 . 489. 490, 49 ' 
aims of 119-20, 1 2 1, 122 
Anhindigimg of 23 (note 2), 123, 126 
(and note i ) 

attack on tragedie classique m 165, 
206, 2 i 8, 220, 241, 242, 243, 244, 
307, 445, 490, anticipation of, m 
Litteraturbrufe 205 
changes of plan m 1 26-7 
characteristics of style of 490 


33-2 



General Index 


516 

Hamburgische Dramaburg/e (cont ) 
condibons under which written ao, 
126-7, 489, 490 

contribution of, to appreciation of 
Shakespeare 245, 247-8, 254, 
490-1 

criticism of actors abandoned in 35, 
107, 126 (and note 2), 471 (and 
note 2) 

criticism of, in Klotz’s Deutsche Eiblio- 
thek 57, 136 (note 2), 150 (note 2), 
15 1 (note 4), 153 (note a), 163, 
21 1 (note 3), 358 (note a) 
dates of criticisms in relation to plays 
discussed in 42, 126-9, 138-9, 142 
(and note 3), 154, 172 (and note i), 
182 (note 1), 322 

dates of publication of parts of 123, 
124-5, 126, 127-9, 344 
defects ol repertory and 41, 50, 126, 
133, 160, 485, 489 

difficulties of publication owing to 
piracy 123-6 

erroneous view of Aristotle as pivot 
of 342-3 

importance of, as treatise on theory 
of drama in i8th century 491, in 
literary movement of Lessing’s 
time 243, 491 

Lessing’s criticism of French plays in 
164-244, of German plays m 
t33“fi3> arrangement of, under 
authors 133 

Lessing’s criticism of Enghsh, Italian, 
Spamsh and classical drama in, 
distinct from theatre criticism 245 , 
of English dramatists in 245-78, 
of Italian drama in 279-92, of 
Spamsh drama in 293-306, of 
classical drama m 307-32 , meagre 
treatment of classical literature m 

307 

mam interests of Lessing in 244, 307 
method of criticism in 206-7, 20&-9, 
342, 429, 490 

nature and scope of 119, 121, 279, 
429, 489, Lessmg’s statements on 
130 

occasion of 10, 13 


period of ‘Enterprise’ dealt with m 
5L 149 

personal confession in 131 (and 
note 2) * 

plan of ‘critisches Register’ 41,119- 
20, 121, 126-7, 164 
precedents for 119, 120, 121, 122 
publication, method of 123—9, 4®9 
review of enterprise in 1 30 
section of Hamburg repertory dealt 
with 42 

shortcomings of, in criticism 130, 
243-4, 489-90. 491 
sources available for, durmg com- 
position 164-5, 349-50 
theatre programmes as given by 
Lessing, variations in 53 (note 5), 
54 (note i), 90 (note 2) 
title of 120 (and note 2), I 22 (and 
notes 2 &. 3) 

unfavourable criticism of German 
drama in 160, 161-2 
value of, as criticism 243-4, 469, for 
present day 489-91, m respect of 
literary style 208,490,491 
Voltaire dominating figure of 48, 
206, 244, vivid portrait in 244, 
490 

HAMbUht.lSLHL NluF ZeITUKG 

124-5 

Ha VBURGISCHE UniFRUALI VIBCLIB 
14 (note 3), 20 (note 3), 27, 31 (note 
4). 61, 91, 93, 1 19, 159 »a 

Hanover 

5, 7, 26, 27, 29, 30 (note 2), 36, 43 
dates of Hamburg company’s theatre 
season in 41, 127 

performances of plays in 56, 59, 60, 
61, 64, 65, 66, 67, 68, 69, 70, 71, 
72, 73. 75. 76, 77. 78, 79. 81. 82, 83, 
85. 86, 87, 88, 90, 91, 92, 93, 140 
(note i) 

Hans Wurst 

4. 69. 297 

HAREEgUIN 

290 

banishment of, by Gottsched and 
Caroline Neuber 6, 7-8, 134, 

424-5 



General Index 


in Germany 4, 6, 494-7 
Italian 4, 6 

Lessing on 4, 8, 134, 204, 424-7 
plays with rdles of, m German 
repertories 424 (note 2) 

Schroder in r61es of 39, 424 (note 2) 
‘Haupt- tiND Staatsaktionen' 

4, 7, 296 (and note i) 

Heinrich Julius von Braunschweig 
2 

Heinsius, Daniel 

influence of, on Lessing 358 (note 2), 
362 (note) 

interpretation of Ktiffapa-ie 373-4 
on tragic emotions 354-5 
De Tragadia Constitutione 354-5, 358 
(note 2), 362 (note), 373-4 
Latin version of Poetics 354, 362 
(note) 

Hensel, Johann Gottlieb 
33. 34 (and note i) 
r61es played by 60, 61, 62, 63, 64, 
65, 66, 67, 68, 69, 70, 72, 73, 76, 
77. 78. 79. 80. 81, 82, 83, 86, 88, 
90. 91, 92, 93 

Hensel, Sophie Friederike 

16-7, 19, 26, 27, 33, 34-6, 37, 38, 44 
(note i), 56, 58, 87 (note i) 
comparison of, with Madame Lowen 
38, 37 

ddbut in Z^yre i6, 34 
in Cenu 35, in Miss Sara San^son 
1-34-5. 35 (note i), 66 (and note i), 
483, 484 

Lessing’s views of 34-6, 36 (note 2), 
55. ‘43, 478-9, 483 

resentment of Lessing’s criticism 35, 
126 (note 2), 471 

roles played by 34-5, 40, 55, 60, 62, 
63, 64, 65, 66, 68, 69, 70, 71, 72, 
73, 74, 75, 76, 83, 85, 86, 87, 91, 

143, 483, 484 

Herder, J G 
148 (note i), 162 
Hertel, J W 
82, 486 (note 2) 

symphomes for Olmt und Sophroma 56 
Heufeld, Franz von 
156 (and note 3), 157-8 


517 

plays of, m Hamburg repertory 44, 47 
Der Geburtstag 158 (and note 3) 

Du Haushaltimg nach der Mode 156 
(note 3), 158 

Du Lubhaber nach der Mode 156 
(note 3), 158 

Du Tochter des Bnider Philipps 158 
(note 3) 

Julu 30, 40, 44, 47, 51, 59-60, 156-8 
and La nouvelle Heloise 157-8,461 
Lessing’s criticism of 157, 382 
(note 3) 
preface to 156 
revision of 157 (note 3) 
synopsis of 60 
Hill, Aaron 

258 (and note 2), 259 (and notes 2 & 

3) 

anrf Voltaire 210 (note 2), 258 (and 
note 2) 

i4n Essay on the Art of Acting 31 (and 
note 7) 

translation of 210, 256, 258, 

259 (note 2) 

Lessing on 256, 258, 259 (and 
notes 2 & 3) 

performance of 258-9, 259 (notes 
I & 3) 

Hippel, T G von 
156 (and note 2) 

Der Mann nach der Uhr, oder der 
ordentliche Mann 41, 46, 52, 53, 

79, ‘58, 468 

History 

relations of drama an</ 183,187,188, 
236, 238, 240, 343 (note 4), 401, 
406, 412, 428, 437-45 
HiSIOKV Ot IHt MOST RbNOWNhD 

Qtahv Ei.r/ OBETH isD .rjn-. 

E‘iRL OF Essex 
263, 264 (and note 2) 
use of, by Banks 263, 264 (and note 
2), 267 

Hoffmann, Madame 

‘ Polmsch-Sachsisch ’ company of 
players 5 

Hogarth, William 

Analysis of Beauty 473, 480-1 

German translation of, by Mylius 



General Index 


518 

Hooakth, William (amt ) 

473, 4B0, 481 (note i), preface 
to, by Lessing 480 
reference to, by Lowen 481 
Holbero, L 

popular adaptations of, in Schone- 
mann’s repertory 9, 28 
Bramarbas 424 (note 2) 

Home, Henry (Lord Kames) 

Elements of Criticism 342, 374 (note 3. 

on P 375). 383. 390 (note 1) 

German translation of 342, 374 
(note 3, on p 375), 383 (note 2), 
390 (note i) 

influence of, on Lessing 342 
Home, John 

author of Douglas, cited by Voltaire 
as ‘Hume’ 63, 226, 259 
Homer 

248, 249, 250 (note 4), 286, 287, 352, 
396, 401, 420 

Madame Dacier and 307 (note 2), 
428 (and note 3) 

references to, in Hamburgische Dra- 
maturgic 307 (and note 2) 

Odyssey 416, 428 
Horace 

192 (note 2), 262 (note 6), 289 (note 
2). 3«5. 326, 331, 337, 362 (note), 
381 (note l), 392, 398, 402, 405 
(and note 3), 419, 428, 448 (note i) 
Humanistic Drama 
ii 2 

Hume, David 
226 

History of England 183, 184, 185, 1 86, 
187 (and note 2), 268 
German translations of 182 (note 

2) 

Hurd, Richard 

150 [Hord], 249 (and note 2), 254 
(and note 3), 262 (note 6) [Hord], 
309> 3*7. 402 (note 3), 409 (and 
note i), 410 

on characters in drama 403-9, com- 
parison of, in comedy and 
tragedy 403, 409, 410, on 
comedy 390, 392, 403-4, 405, 
on Euripides’s Electro 407—9 , on 


Shakespeare 249 (and note 2], 
405, on truth of expression m 
dramatic poetry 405-9 
Commentaries on Horace’s Epistles 
331,362 (note), 402 (and note 3), 
403-9, passages translated by 
Lessmg 402 (note 4), 403-9, 
edition of, used by Lessing 402 
(note 3) 

German translation of, by Eschen- 
burg 362 (note), 402 (note 4) 
Dissertation concerning the Provinces 
of the several species qf the Drama 
in 390 (and note 3), 392, 394 
(note St), 403-5, use of, by 
Lessmg 392, 394 (note 2) 
Hutcheson, Francis 

Elements of Moral Philosophy 338 
translation of, by Lessmg 338, 
345 (note i) 

Reflections upon Laughter 338 
Hyginus 

219, 286, 310, 314 (and note 2), 315 

Iffland, a W 
II. 32 
Illusion 

in drama 419, 430-3, 437, 445, 485 
Lessing on 287, 419, 430-2, 433, 
437. 445. 447. 440. 460, 485 
Imitation 

theory of, in i8th century 428-30, 437 
Lessing’s view of 42B, 429-30, ^917, 
445 

Italian Drama 

96. 97. 103 (and note 2), 104, 279-92, 

394 

Lessing’s criticism of 279-92, sources 
of information for 279, 394 
Itauan Theatre 

history of, Lessing’s interest in 1 15 
national theatre in Italy, possible 
influence of on Germany 6 

Jones, Henry 
276, 277 

The Earl of Essex 275 (and note 4), 
276-7. review of, in Monthly 
Review 276, by Cibber 276-7 



5*9 


General Index 


JONioM, Ben 

1 14, 254 (and note 3), 255, 276, 409 
Evay Man tn his Humour 255 
Eoery Man out of his Humour 254, 255, 
403 , Lessing’s note on meaning of 
humourin 254-5 
Journal des S^avans 
164, 294 

influence of, on Gottsched’s penodi- 
cab 95 , Lessing’s use of 294 
Journal bncyclopMdique 

'45. '49. '5° (note '). '59. '64. '73 
(and notes i & 2), 207 (note i), 
224, 226. 234, 235-6, 237, 240-1, 
247. 255, 277-8, 412 (note i), 
426 (note 1), 439, 441 (note i), 

442 

Journal Stranger 

140 (and notes 2 & 3), 164, 214 (note 
3), 230 (note i), 262, 295 (and 
note 3), 298, 318, 332, 397 

Kastner, a G 

Gedanken uber die chnstlichen Trago- 
dien 422 
Kirchhof 
75 

Klopstock, Friedrich Gottlieb 
117, 160-1, 240 
Dtr Tod Adams 252 
Hermannsschlacht 160-1 
Klotz, C a 

“la, 130 (note 2), 344 
Deutsche Bibliothek der schonen Wissen- 
schaflen 82, 89 (note i), 151 (note 
2), 21 1 (note 3), 248 (note 2), 414 
(note 5, on p 415), criticism of 
Hamburgische Dramaturgie in 57, 
136 (note 2), 150 (note 2), 151 
(note 4), 153 (note 2), 163, 21 1 
(note 3), 358 (note 2) , criticism of 
Lessing’s Freygeut in 69, 139 

(note 4) 

KtxiH, Gottfried Heinrich 
". ' 4 . ' 9 . 29. 34 . 50. 64, 69, 91 
commentary on repertory of, m 
Schildereyen der KochschenBiJweljg 
translation of Regnard’s DirrutenU 
amoureux 72 


Komisches Theater, von S 

authorship of 357 (note 2), articles 
in 357 (note 2), reference to, by 
Lessing 357-8 

Kormart, Christophorus (See under 
Cormarten) 

KriIger, B £ 

Mahomed IV 80 (note i) 

KriIger, Johann Christian 
16, 28, 1 16, 138-9, 393 (note 3) 
Lessing’s criticism of 138-9 
plays of, in Hamburg repertory 44, 

46, 47 

Die Candidatm 44, 138—9 
Du Geistlichen auf dem Lande 139 (and 
note i) 

Herzog Michel 28, 46, 54, 91-2, 138, 
156 

popularity of 91-2, 138 
reference to, by Goethe 92 
translation of Destouches’ Le Philo- 
sophe mani 62, 63, 139, of 
Marivaux’ L'hdntier de Village 
28, 80, 139, of Marivaux’ Le 
denouement imprivu 90, 139, 424 
(note 2) , of Marivaux’ plays 
80-1, 90, 425 (and note 5), of 
Regnard’s Le Joueur 67, 139, 
version of Saint-Foix’ L'OracU 

90 

Kurz, J F (See under Bernardon) 

La Bruy^re, Jean de 

Les Caraetires, ou les Maurs de ee 
Slide 1 93 

La Chauss£e, P G Nivelle de 
228-9, 244 

plays of, in Hamburg repertory 45, 48 
L’£cole des Mires 45, 52, 53, 76-7, 
203 (note i), 228-g 
confusion with Marivaux’ play 77 
German translation of 31, 77 
Le Prijugi i la Mode 45 
Milamde 37, 40, 45, 51, 52, 58-9, 228 
(and note 3), 395 
German translation of 58, 59, 
228, 279, Italian translation of 
228, 279 

Pamila 226 (and note i), 229 



520 General Index 


L’Affichasd, T 

La Famille {1st er von Farmlu 46, 52, 
54. 7‘. 73. 92. 228, 468 
German translations of 71, 424 
(note 2) 

Lafont, J DE 

Le Naufrage {Der Schiffbruch) 45 
La Fontaine, Jean de 

91. 235 

Lambin, D 

interpretation of KaBapois 373 
La Mesnardi^re, Jules Pilet de 
tot. 355 (note i) 

La Motte, Houdar de 
loi, 434 (notes I & 4) 
comedy on Ephesian Matron, cited by 
Lessing 332, German version of 
332 (and note 3) 

on prose form for tragedy 461 (and 
note 5), 462 (and note 2), 463, on 
umties 380 (note i) 

Voltaire on 462 

WLessing 101,380 (note i), 46a, 463 
Lancelot, C [de Trigny] 

Nouvelle mHhode pour apprendre la 
league espagnole 299 (and note 3) 
Langendyk, P 

Krelis Louwen {Claus Lustig) 46 
La Slaia P iDROff^, Italian Inter- 
mezzo 

238, 280-1, 281 (note 2) 

French adaptation of 280-1 
identihcation of 28 1 (and note 2) 

La Touche, Guimond de 

Iphigdme en Taunde 21Z (note 3) 

Laudes, J G von 
93 (note i) 

Le Blanc, Abbe 

Lettres d’lm Frangois 192-3, 255 

(note 2), 389 
Le Bossu, Rbn£ 

346 (and note 3) 

Traiti du Poeaw ipique 419, 420 
German translation of 115, 366 
(note 3) 

Le Brun, Charles 
404 (and note i) 

Lee, Nathaniel 

257 


Le Grand, Marc Antoine 

«95-6 

La Famtlle extravagante (Die aussehwsi- 
Jende Familte) 46 

VAveugU claiT-voyant {D«t sehende 
Bhnde) 46, 54 (note i), 92-3, 

195-6 

German translations of 92, 195, 
variation m title of 93 
Le Terns passi {Der Steg der vergangenen 
Zeit) 46, 51, 58, 195 
German translation of 58 
Le Tnomphe du Terns 58 
Leibnitz, Gottfried Wilhelm 

J24. 333. 334 
Leipzig 

as centre of theatrical enterprise in 
i8th century 5, 9, 10, 116 
as headquarters of Caroline Neuber’s 
company 5 
Ekhof in 28 
Lemierre, a M 
Hyperrmestre 44 
L£ris, a de 

Dictionnaire portahf htstorique et lit- 
Uratre des Thidtres 63, I2I, 164, 
182, 191, 195, 197, 198, 203, 
209 (note 2), 212, 222 (note 2), 
225-6, 228, 229, 234, 235, 239, 
263 (note i), 285 (note i), 332, 
350 

Lessing’s use of no, 112, 164, 182, 
>95. 197. 225. 263 (note i)«« 
Lesage, a R 

Thidtre espagnol 297 
Turcaret 45 

Lessing, Gotthold Ephraim 

aesthetic theory and attitude to 
aesthetic problems 115, 117, 
244. 333. 334. 338. 340-1. 342, 
37>> 39>. 49' ! sources for theory 
333-50 

as translator 102, 103, 108, no, 114, 
182 (note 2), 190, 198, 267, 275, 
302, 303, 304, 305, 306, 349, 
385, 386 (note i), 398, 433 
(note 4), 468 (note i) 
classical scholarship of 94,98-9, 100, 
101, in-2, 114, 167, 255, 307, 



General Index 


308 (and note 2), 309 (and 
note i), 312-5, 316-7, 319-20, 
321-7, 328-30, 331, 337 (note 2), 
343> 344. 345 (“d notes i & 3), 
349 . 352. 353-4. 358-9. 36" 
(note 4), 378-80, 402 (note 2), 

472 

criticism of actors m Hamburg com- 
pany 107, 471 (and note 2), of 
Ackermann 33, of Bock 32, of 
Madame Bock 38, of Borchers 
33, of Mile Felbnch 39, of 
Hensel 33, 34 (note i), of 
Madame Hensel 34-6, 36 (note 
2), 143. 47 >, 478^. 483. of 
Ekhof 30 (and note i), 31, 32, 
143. 471. 474. 477 . 479 (note 2), 
482, 483, of Madame Lowen 
35 . 37 . 484, of Merschy 33, 34 
(note i) 

dramatic practice of 144, 164, 286 
(note 3), 384 (note i), 385 
dramatic theory of 41, 174, 335, 342, 
343-4. 347 . 349 . 350, 351-88, 
400, 409-10, 412, 413-21, 423, 
429-32, 489, 491, early interest 
in 109, 1 14, 1 15, 247, 334, 
eclectic mode of criticism 334, 
489, practical method of ap- 
proach to 334, small part of his 
philosophy in 333, 334, stand- 
point at outset of Hamburgischc 
Dramaturgie in respect of 350 
early interest in pantomime 94, 115, 
335, in theatre 94, 116, 117 
mfluence of ‘ Aufklarung ’ on 333, 489 
invitation to Hamburg 116, 117-8, 
349, conditions of engagement 
1 18, limited resources of library 
there 350, plans m connexion 
wi th engagement 118-22, sever- 
ance of connexion 130 (and note 

2) 

invitation to Komgsberg, refusal of 

117 

knowledge of English 108, 109 (and 
note 2), 114, of Spanish 293 
(and note i), 302, 303, 304, 305, 
306 


521 

papers, repertory lists among 41-2 

plan for treatise on laughter 338, 
390 (note i) 

plays of, m Hamburg 16, 28, 44, 46, 
47 . 48. 139-42 

quarrel with Klotz 344 

on actor-managers 24, 485, on ad- 
miration as tragic emotion 363, 
365, 366 (and note 2), 367-8, 
421 (note 3), 423-4, as charac- 
teristic of epic 366, on art as 
mutation of reality 395, 428-30, 
437. 445 . tin best form of tragic 
plot 343, 385-8, on characters 
of comedy igi, 392, 400, 402 
(and note 2), 410—2, compared 
with characters in tragedy 234, 
400—2, 409—10, 429, on charac- 
ters in historical drama 401, 
440-3. on ‘Christian’ tragedy 
145, 174, 421-4, on comiSdte 
larmoyanU 226, 228, 229-30, 
395-6, 429, on comedy, native 
and foreign customs in 154, 226, 
391-2, 431. purpose of 101,389 
(and note 2, on p 390), 390 (and 
note i), rhymed form of 392, 
461-3, use of 389, on consistency 
in characterisation 236, 238, 
412—4, on d6cor and music of 
performances 55, 56, 486-7, 
487—8, on definition of ‘das 
Lacherhehe ’ 391, on drama 

and history 183, 187, 188, 236, 
236, 343 (note 4), 401, 412, 
437—45 , on drama and narrative 
157. 235, 236, 331, 352, 431, 
442, 460-] , on dramatic illusion 
287, 419. 430-2, 433, 437, 445, 
447, 448, 460, 485, on function 
of poetry and art 370 (and note 
3), 450 (and note 3), 431, of 
criticism 131 (and note a); OQ 
genius 170 (note i), 286, 342, 
412, 415, 449-51, 452-6, 457-8, 
459, 460, contrasted with wit 
450 (and note 2), 452 , on good 
taste 458-9, on the harlequin 
4, 8, 134, 204, 424-7, on humour 



General Index 


522 

Lesewg, Gotthold Ephraim (font ) 

254-5, imitators 148-g, on 
mingling of comic and tragic 
elements m drama 248, 257, 
394. 395. 429. o“ tnotal end of 
tragedy 370, 371 (and note 3), 
414, 415, 419, on naturalness of 
dramatic characters 412, 413, 
414, on prologues and epilogues 
to plays 257, 315, 464-6, on 
purpose of tragedy 153, 242, 
254. 340. 351. 352-3. 354. 363. 
364. 365. 366, 368, 369 (and 
note 4), 370, 374, 421, 440, 465, 
on KaSapais 37 1 (note 3), 372, 
374. 377. 37&^. 379-8o, 421, 
on realism in drama loi, 254, 
429-30. 431. 433. 437. on the 
supernatural in drama 223—5, 
251-2, 431, 445-8, on the three 
umties 101,111,112,218,340, 
344. 380. 381. 382-5, 429-30, 
445, the ‘rules ’ 335, 413, 455-6, 
457-8, 459, 490, on titles of 
plays 156 (note 2), 168 (and 
note i), 228, 309 (note 2), 313 
(and note i), 331 (and note 3), 

467- 8, on tragic hero 153, 353, 

357. 360, 362, 366, 400 (note 1), 
415—21, 422, contrasted with 
epic hero 400 (note i), on 
tragi-comedy 165, 174, 206, 

392-5, 395 (note 1), on transla- 
tions of French plays 73, 168, 
>74. 195. 197. 200-1, 202, 226, 
228, 229—30, on verse and prose 
translation 468-70, of English 
plays 470 of French plays 

468- 9, 470 (and note t), on 
women characters in tragedy 
168-9 

and art of acting 35-6, 94, 115, 431, 
471-85 , fragment of early treatise 
on 472, sources of 472, plan of 
work Der SchauspieUr 473, 479, 
probable date of 473, use of 
gesture 320-1, 431, 479 (and 
note 2), 480 (and note i), 481, 

483. 485 


and ballets 39, 49-50 
and drama of antiquity 96, loo-i, 
111-2, 115, 154-5,214,221,242, 
243. 249. 255. 307-32. 383, 392-3. 
399, 402 (and note 2), 425, 440, 
448. 457. 464 (and note i), 465- 
6, 467 (and note 4), 468, 472, 
early interest in Plautus and 
Terence 94,98, 100-1, 112, 114, 
330, influence of, on Lessmg’s 
early work 98 
and Dutch drama 96, 97 
and English drama 96, 97 (and note 
'), loi, 113. >>4. >52, 205, 242, 

245-78, 342, 429, 463 (note 3), 

464 

and French drama 96, 1 14, 165, 205, 
206, 218, 220, 221, 241, 242, 
243. 244. 249. 250, 254, 369, 463 , 

criticism of 164-244, influence 
of, on his dramatic work 164, 
sources of information on 164-5 
and German drama 96, 133-63, 242, 
246 

and Italian drama 96, 97, 103, 1 14-5, 
279-92, 394, influence of L 
Riccoboni 103, 107, 112 
and Spamsh drama g6 (and note 4), 

97, 293-306, 394-5 

and the ‘tragedy of common life* 101, 
108, 115, 141, 205, 369, 397-9, 

429 

and Addison 257 0 

and Aristotle 115, 152, 153, 214, 245, 
307, 309, 3>2, 316, 336 (and 
notes 2, 3, 4), 337, 342-9, 351, 
352-4. 35&-9, 360-4, 372-80, 
381, 385-8, 391, 401-2, 409, 
4>o, 4>5. 4>6, 4>8, 4>9, 421, 
438, 440, 441, 487, 489, implicit 
faith in Aristotle’s authority 
346-7, 352, 379, interpretation 
not novel but with wide beanng 
349 

am/ Banks 190, 257, 262-78, 393, 
398, 442, 470 (note t) 
ani/Batteux 115, 335-6, 341, 347 
(note i), 366, 368-9, 370, 374, 
378-9, 420, 429, 484 (note 4) 



General Index 


and de Belloy 73, 160, 161, 239-41, 
244, 382 (note 3), 431, 470 
and Brawc 142 (and note 4), 161 
and Galepio 172, 188 (note 4), 292 
(and note 2), 365 (and note i), 
367, 420 

and Casaubonus I20 (note i) 
and dolman 227, 257, 259-60, 319- 
aoj 3231 33“ 

and ComeiUe 83, loi, 102, iia, 165- 
75, 205, 241, 242, 245, 247, 249, 
344. 347. 355 (note 2), 364 (and 
note 1), 377, 382, 384, 415, 
416-9, 421, 423-4, 444, 445, 
45°» 452, 465 (note 2), 467, 490 
onJ Thomaa Corneille 181—91, 412, 

440. 445 

and Cronegk 142-50, 161, 294, 413, 
414. 421 

and Curtius 115, 251, 308, 336 (and 
note 3), 337 (and note 2), 339 
(note 1), 345 (note 1), 348, 349 
(and note i), 352, 353, 354, 
378 (and note 2), 385-7, 401 
(and note i), 402, 444 (note i), 
446 

and Dacier 120, 171 (and note i), 
203 (note 2), 309 (and note 3), 
312 (note 3), 313 (note 2), 315, 
316. 317. 336 (and note 2), 344, 
345 (and note i), 346 (and note 
a), 347-8, 352, 353, 354, 367, 
* 377. 378, 386 (note I ), 387 (and 

note 4), 401, 402, 409 (note i), 

419, 423 

and D’Aubignac 165, 309 (note i), 
324, 338, 344. 381, 394. 4'4 
(note 4), 464 (note i), 465, 482 
(note 2) 

and Destouches 107, no, 115, ig6-8, 

200-2, 244 

and Diderot 31, 93, 115, 206, 230 
(note 2), 232-4, 241, 244, 321, 
326-7, 335, 341 (and note 3), 
349, 369, 398-9, 400 (and note 2), 
401, 402, 409, 410, 41 1, 412, 433, 

441. 453 (and note 3), 466 (and 
note 3), 467, 474, 475, 479, 

484-5 


523 

and Dryden 97 (note i), 106, 107, 

1 1 3, 1 14, 205, 246-7, 254, 

255. 256, 334-5, 381 (note i), 
464 

and Du Bos 106, 112-3, 115, 251, 
334. 335. 418, 472, 479 (and 
note 2), 480 (and note i), 

485 

and Dusch 57 

and Ekhof 28, 30 (and note i), 31. 32, 
55, 69, 72, 117, '43. 471, 474. 
477, 479 (note 2), 482, 483 
and Eunpides 242, 249, 309-15, 
408 (note i), 409 (note l), 457, 
465-6, 467 (note 4) 
and Favart 235—9, 442, 461 
and Fielding 253 (and note 5) 
and Frederick the Great 1 17 
and Gellert 108 (and note 3), 135,334 
and Grerstenberg 161 (and note 3), 
254 (note l), 394 (note l), 460 
(note i), 491 

and Gleim 117 (note i), 118, 164 
(note 2), 350 (note 1), 356 (note 

2) 

and Goethe 458 (and note i) 
and Goldom 107, 119, 227, 279-80 
and Gottsched 95, 96, 99, no, I13, 
133-4. 135, 205, 230, 334, 348, 
369. 395 (note 1), 425, 441, 458, 
459 

and Frau Gottsched 134-5,200,201, 
229-30, 396 

and Heinsius 358 (note 2), 362 (note) 
and Madame Hensel 34—6, 36 (note 
2), 55. 126 (note 1), 143, 471, 
47&^, 483. 484 

and Heufeld 156-8, 382 (note 3), 461 
and Hill 256, 258, 259 (and note 2) 
and Hogarth 473, 480-1 
and Horace 192 (note 2), 289 (note 

2), 315. 428 

and Hurd 249 (and note 2), 254 (and 
note 3), 309, 317, 390, 392, 394 
(note 2), 402-9, 410 
and Klopstock 117, 160-1 
and Kruger 1 38-9, 425 
and La Motte loi, 332, 380 (note i), 
462, 463 



General Index 


524 

Lessing, Gotthold Ephraim (cont ) 

(Bid Lbwen 24, 135, 140 (note i), 159, 
296 (and note i), 485 
ami Maffei 214, 216-8, 219, 220-1, 
281-92, 310-1,312 (note 3), 314, 
385, 453 

and Manvaux 1 15, 196-7, 202—4, 244 
and Marmontel 122 (and note 2), 235, 
236, 239 (note 2), 342, 355 (and 
note ii), 398, 421 (and note 2), 
442 

and Madame Mecour 38, 143, 471 
and Mendelssohn 57, 107 (note 3), 
"3-4. >32. 13&-7. 142 (notes 3 
8t 4), 143. >45-7. ’48. 158, 162, 
226 (note 5), 250, 252, 253 
337-8, 344, 349 (note 1), 356, 
358 (and note 1), 360, 361 (and 
note 2), 362, 363, 367 (note 2), 
369, 374 (note 3, on p 375), 
379, 390 (note i), 391, 395 
(note 2), 415, 422-3, 430-1, 
432-3, 447, 45'. 452, 453, 455, 
456, 460, 469, 482-3, 485 
correspondence with Mendelssohn 
and Nicolai on tragedy 205, 
247. 337. 338, 339 (note 1), 340, 
343, 344 (and note 3), 345 
(note i), 349, 353-4, 356, 358 
(and note 2), 360, 362, 363, 366- 
7, 368, 370, 374, 389, 390 
(note i), 400 (note i), 423-4, 
430, Lessing’s share in 338, 
Lessing’s use of, in Hamburguche 
Dramaturgic 354, 358 
and Moliire 175-80, 202, 204, 318 
and Moser 425, 426, 427 (note i) 
and Mylius 94, 97 (and note 4), 99, 
102, 103, 105 (and note 5), 106, 

472 

and Caroline Neuber 6-7, 94 
and Nicolai 19 (note i), 66 (note i), 
113, 1 14, 123, 127 (note i), 142 
(notes 3 & 4), 16 1, 338, 340, 
385, 397 

correspondence with Mendelssohn 
and Nicolai on tragedy (See 
above, under Lessing and Men- 
delssohn) 


and Plautus 94, 97, 98, 99, loo-i, 1 1 1, 
I '4, '39, 330-1, 334, 382, 392-3, 
464, 467 

and Ramler 107 (note 3), 131 (note 

2) , 335 

and Rcgnard 191—4 

and ¥ Riccoboni 98, 102-3, 

473, 474, 475 (note i),48i (note 

3) 

and L Riccobom 96, 103, 105 (note 
2), 106, 1 12, I2I, 279 
and Romanus 154-5, 321-2, 327-8, 

391 

and Rousseau 157,390 
and Sainte Albine 30, 34 (note 2), 1 10, 
"5, 254, 473, 474-5, 478-9, 
482 (note i), 484 (note 4) 
and Saint-£vremond 422 (and note 

2) 

andj E Schlegel 24,97,119,121-2, 
135, 136-e, ibi, 342, 381, 413, 
429. 443, 461, 462-3 
and Seneca 1 1 1-2, 1 14, 465 (note 2) 
and Shakespeare 50, 97 (note i), 1 14, 
152, 153, 161, 205-6, 209 (and 
note 6), 224-5, 242, 245-54, 258, 
308, 369, 395, 429, 446, 447, 
481, 487, 490-1 
and Sterne 1 1 9 (note I ) 
and Sulzer 454 

and Terence 94, 131 (and note l), 
154-5, 206, 316, 318-21, 322-7, 
328-30, 402 (note 2) V 
and Thomson 107, 108, 109 (and 
notes I & 2), 1 15, 257, 260-2, 

369, 484 

and Trublet 162-3, 177,455 
and Voltaire 48, 50, 95, 96-7, 97 
(note i), lOi, 108, 1 12, 1 15, 1 1 7, 
141 (and note 2), 145, 163 (note 
2), 166, 168, 169 (and note i), 
170, 171-2, 173 (note 2), 175, 
'77, '78, 179-80, 181, 183-91, 
204-27, 241, 242 (note i), 243, 
244, 251, 254, 255, 256-7, 260, 
281, 282, 289-91, 308, 312, 318, 
3 '9, 382, 383, 384-5, 393, 395, 

396-7, 4'2-3, 43', 439 ("o'e i), 

440 (and note i), 444, 445 (and 



General Index 


note a), 446, 447, 458, 462, 
467-8, 490 

anrfj. Warton 452, 453 
(Old Weisse 66, 81, 133, 140 (notes i 
& 2), 148 (note i), 150-4, 161-2, 
224, 249-50, 314 (note 2), 332, 
34 ^. 353 . 415. 421. 47 " ("“te 2) 
and Wieland 248 (and notes i, 2, 3), 
395 

an</ Young 13a, 341-2, 456, 457 (and 
note 2) 

Works 

Abhandlmg von dem Wesen der Fabel 
336, 340-1. 345 (note 1), 370 

Anmerkungen uber das Eptgramm 376 
(note 2) 

Antiguaruche Bnefe 130 (note 1) 

Berhmsche privilegirte ^ntungy con- 
tributions to 94—5, 104, 106 
(and note 1), 113 (note 2, on 
P 1 * 4 ), 115. 203, 204, 229- 
30, 321 (note 2), 337, 396, 470 
(note i) 

B^irage zar Historie und Au/rmhme 
des Theaters 22, 78 (note 2), 
94, 95-105, 106, 107, 1 10, 1 12, 
114, 116, 121, 164, 204, 246, 
293. 320, 324, 330-1, 334, 336 
(note 4), 343, 355 (note 2), 
364 (note 2), 377, 382, 389 
(note 2, on p 390), 392, 394 
(note 2), 416 (note 2), 427 
(note 1), 464 (note 1), 467, 
472, 473 

aims of 96, 472, authorship of 
Items m 97 (and note 4), 98, 
99, 100, 102-3, ^05, 472, 

difhculties of joint editorship 
*05 (and note 5), 106, 
Lessing’s increasing respon- 
sibility for 103, 105 (and 

tiote 5) , mam interests of 
Lessing m 114-5, 33 °. 472, 
use of Ld Bigarure in 95, 104 
(and note 3), 467—8, Abhand- 
Iwig von dem Leben des Plautus 
in 97, 98-9, 334, translation 
of Captim in 97, 98, 99, Cntik 
uber die Gefangnen des Plautus 


525 

m 97. 98, 99-100, 110, 115, 
336 (note 4), 425, 464 (note i), 
authorship of 99-100, 100 
(note 1), 115, Reply to, by 
Lessing 97, 99, 100-1, iio-i, 
334 , 382, 392-3 
Brufe, die neueste Litteratur befriend 
[Litteraturbriefe) 57, 114, 132, 
136 (and note 1), 140 (note 
2), 142, 143 (note 1), 145, 150 
(note 2), 151 (note 1), 154, 
158, 205, 207 (note i), 245, 
247, 248, 250, 252, 253 (note 
5), 338, 345 (note 1), 349 
(note 1), 350, 367 (note 2), 
369, 411, 425 (and note 2), 
426-7, 441, 447-8, 449, 450, 
452, 453, 455 (and note 3). 
457, 460, 484 (and note 2), 

485 

Collectanea 130 (note i), 164 (note 
2), 274, 320, 327 (note 1), 332 
(note i), 356 (note 2), 480 
(note i), 481, 482 (note 1) 
Cntische Bnefe 376 (note 2) 

Das Neueste aus dem Beuhe des Witgjes, 
article in, on Batteux and 
Diderot 335, importance of, 
for Hamburgische Dramaturgic 
335 

DerFreygelst 32, 44, 47, 52, 69. 139, 
424 (note 2) , alteration in 
title of 69, 139 (and note 4), 
142, 467 

Derjunge Gelehrte 98 

influence of Plautus on 98 
Der Misogyn 44, 47 
DerSchatz 46, 51, 60, 98, 139, 142, 
• 97 , 330 

Der Schlaf trunk 1 1 8 

Die alte Jungfer 98, 424 (note 2) 

Die Juden 337 

Die Matrone von Ephesus 118, 238, 
33a (and note 5) , English 
versions noted by Lessing 332 
Emilia Galotti 131 (note 2), 275 
(note 3), 385 
Lessing on 467 (note 4) 
Entwurfe zu Besprechungen 146, 149, 



General Index 


526 

Lessino, Gotthold Ephuaui {cotU ) 
Works {amt ) 

158, 172-3, 177-8, 179, 238-9, 
263-4, 276, 277, 332 
Fabeln 57 

Hamburgisdu Dramaturgu (See under 
HAMBURGl^CHh DraMATVR- 
cie) 

Justin g8 

Laokoon log (note i), 1 16, 117, 
130 (note 1), 164 (note 2), 
247. 309. 334. 342, 345 (note 
i). 348, 350. 355 (note 11), 
356 (note 2), 360-1, 361 
(note 2), 367 (note 2), 370 
(note 3), 3gi, 428-9, 430, 431, 
457, 460, 480 (note i), 482, 
485, 486 (note i), 489 
influence of Mendelssohn on 
337 (note 3), 367 (note 2), 391 
links of, with Hamburgische Dra- 
maturgie 342, 482, 485 
Leben Sophocles 120 (note i), 309, 
316 (note 2), 343, 345 (note i) 
Minna non Bamhelm 31, 33, 38, 44, 
1 16, 118, 142, t6i, 228, 279 
(note 6), 342, 385 
date of first performtince of, in 
Hamburg 33 (note 2), 41, 47 
(note i), 1 18, 142 (and note 2) 
popularity of, in Hamburg reper- 
tory 47 

Miss Sara Sampson 28, 33, 34—5, 40, 
4'. 44.47, 31, 53, 66, 107-8, 1 15, 

1 39, 141 . 142, 205, 397, 482, 483 
first production of, by Acker- 
mann 66, 140 (note 1) 
curtailments of 140 (and note i) 
French review of 140 (and notes 

2 & 3), 14', 397-8 

French translation of 140 (and 
notes 2 & 3), 397 
Lcssmg’s remarks on, in Hamburg 
gische Dramaturgie 1 39-42, 397 
Mendelssohn on 482 
Nathan der Weise 124 (note i), 206, 
286 (note 3), 337, 385 
influence of Diderot and Vol- 
taire on 206 


Phstolegischer Naehlass 249 (note l), 
255. 310 (ttote l), 465-6 
Pope etn MetaphysJca' 337 
Rettung des Cardanus 144 (note 3) 
Rettung des Cochlieus 23 1 (note 4) 
Samuel Henzi 246 (note 2) 
Theatralische BibUathtk 22, 8g, 97 
(and note 4), 105 (note 5), 
105-14, 1 16, 164 (and note i), 
197, 200, 205, 227-8, 228 
(note i), 279, 285 (note i), 
293, 300 (note 4), 334, 336 
(note 2), 337, 343, 353 (note 
0, 355 (note 2), 371, 389 
(note 2, on p 390), 397, 424 
(note a), 473, 474, 475, 479 
(and note 2), 480 (notes i & 2) 
articles on comidxe larmc^ante in 

105, 107-8, 334, 395-6, con- 
nexion with Miss Sara Sampson 
107-8 

article on Dryden m 107, 1 13, 
1 14, 1 15, 205, 246-7, 254-5, 
255 (note 4), 256, 381 (note i) 
article on Seneca in 106, 107, 
:ii-2, 371, 465 (note 2) 
as contmuation of B^trage 106- 
7. 112, 473 

history of EngUsh stage in 105, 

106, 1 13, 262, 263 (note 3) 
Lessing’s original contributions 

to 105, 106, III 
life of Thomson in 105, 108-9, 

1 10, 1 14, 260-1 

main interests of Licssing m 1 1 4— 
5, 205 

objects of 106-7 
plans for 107 
publication of 107 
subordmate place of dramatic 
theory in log, 1 14-5 
translation of Du Bos in 106, 

1 13 (and note 1), 334-5, 472, 
479 (and note 2), 480 (notes 
I fit 2) 

Weiber sind IVeiber 98 
essay on pubhcation by private 
subscription 124 (and note 1) 
pre&ce to German translation of 



General Index 


Thonuon’s tragedies 109 (and 
note 2), 1 15, 369 

review of Cr^biUon’s Cahlma 94, 
of Curtius’s version of Poettcs 
115. 336 (note 3), 337, 345 
(note i), 348, of Geissler’s 
Abhaitdlung von dm Pantomunm 
94, 472 (note 2), of German 
plays 115, of Gottsched’s Das 
Neueste aus der anmuthigen Gelehr- 
samkeit 104, of Frau Gott- 
sched's translation of Cinie 
229-30, 396, of Gregorius’s 
translation of Werenfels 97, 
of Marivaux’ Thtdtre 1 1 5, 
203 , of translation of French 
plays 67, 1 1 5 , of translation 
of Le Bossu’s TraiU du Poems 
dptque 115, 366 (note 3), of 
Voltaire’s Amilu 1 15, 204 
Translations of 

An Impartial Foreigner’s Remarks 
upon the Present Dispute between 
England and Prussia 1 08 (no te 4) 
Cibber’s Life of Thomson 108 
(and note 4), 114, 260-1 
Corneille’s Trois Discours 102 
(and notes 4, 5, 6), 103, 334, 
355 (note 2), 364 (note 2), 377 
D’HermiUy’s Exposition de Fir- 
gmie etc (Dissertation sur Us 
Tragedies espagnoUs) 109, 294 
Diderot’s Thddtre 31, 93, 172 
(note 4), 206, 232, 241, 319 
(note 2), 321 (note i), 341, 
353 (note 1), 466 (and note 3) 
Dryden’s Essay of Dramatic Poe^ 
106, 1 14, 1 15, 205, 246, 254, 
255 (note 4), 256, 334-5, 381 
(note i) 

Du Bos’ Rdjiexions critiques 106, 
1 1 2-3, 1 13 (note 1), 334-5, 
472, 479 (and note 2), 480 
(notes I & 2) 

Gellert’s Pro Cormedui commovente 
105, 108 (and note 3), 334 
Hutcheson’s Elements of Moral 
Philosophy 338, 345 (note i) 
Plautus’s Captwi 97, 98, 99 


527 

Regnaid’s Le Distrait (with 
Weisse) 81, Le Joueur (with 
Weisse) 66 

F Riccoboiu’s L’Art du Thddtre 
98, 102-3, 473 

L Riccobom’s Histoire du Thddtre 
italim 106, 1 1 2, 279 
Sainte Albme’s Le Comddim 1 06, 
110, 473, 474, 475 
Voltaire’s mmor historical 
writings 205 (and note 2) 
Lessinc, Kari. 

25, 98, 100, 105, 1 17, 125, 275 (note 
3), 458, 467 (note 4), 484 
VHumanitL ou le Tableau de 
lTndigence 

234-5 

attribution of, to Diderot 234—5, 
Randon 235 (and note i) 

German translations of 234 
Liixo, George 

The Merchant of London {Georg Barnwell, 
Oder Der Kaufmann von London) 44, 

258. 369 

produced in Hamburg 1754 28 
LrviERA, G B 

author of a play on Merope 285 (and 
note 2) 

Lohenstein, Daniel Caspar von 
2 

Lope de Vega 

96 (note 4), 293, 296, 297, 298, 395 
ArU nuevo de hazer Comedias m tsU 
tiempo 298 (and note 3), 299, 395 
French version of, cited by Lessing 
298 (note 3), 299 (and note 5), 
300 

Lowen, Elisabeth 

17. 20, 35, 36-7, 37 (note 2), 38, 40, 
56, 484 

comparison of, with Madame Hensel 
36, 37 

roles of, in Lessing’s tune 37, 40, 59, 
60, 63, 65, 67, 68, 70, 71, 75, 77, 
78, 79, 80, 90, 91, 92, 93, 136 
Schroder on 90 
Lowen, Johann Friedrich 

15, 17-8, 19, 20, 24-5, 26, 27, 38, 39, 
42. 5°. 58. 73. 9L I *6, 1 18, 1 19, 



General Index 


528 

Lowen, Johakn Friedrich (eont ) 

ia6, 130 (note a), 133, 147 
(note 2), 159-60, 465 
as author of Prologue and Epilogue 
at opening of ‘ Enterprise ’ 57-8 
authorship of ‘ Vorlaufige Nachricht’ 
20, 40 

plays of, m flamburg repertory 44, 

46, 47 

and Ackermann 17-8, 19, 33, ii6, 
118, 159-60 

Anrede an die samtlichen Mitgheder des 
Hamburgiscken Theaters 20 (note 

3). 24 

Das Rathsel 41, 46, 51, 53, 82, 159-60 
criticisms of, m Allgemeine Deutsche 
Bibliothek etc 82 
variants in title of 160 (note r) 
Die Comodie im Tempel der Tugend 16 
Die Liebhaber von Ohngefahr 424 (note 

a) 

Die neue Agnese 39 (note i), 41, 46, 51, 
52. 53. 61, 63, 64, 78, 139 
Die Walpurgisnacht 27 
Gesehichte des deutsehen Theaters 17, 
20 (note 3), 26 (note 3), 135, 
138 (note 4), 140 (note i), 147 
(note 2), 296 (and note 1) 

Ich habt es beschlossen 44 
Kurzgefassie Grundsatze von der Beredt- 
samkett des Leibes 22 (and note i), 
481 

Schreiben uber die AckermannscheSchau- 
buhne zu Hamburg 15 (note 2), 17 
Schreiben an einen Marwnettenspieler als 
eine Abfertigung des Schretbens 
uber die Ackermannsche Schau- 
buhne 17 

adaptation of Saint-Foix’ UOracle 90 
translation of Voltaire’s Simiramu 
61 (note i), 6r-2 

Lucian 

De Saltatione 120 (note 2) 

Machiavelli 
169 (note i) 

Clitia 103 

translation of, m Lessing’s B^trage 
103 

Memdragola 103, 104 


MaFFEI, F. SciPlONE 
7. 17a, 281-92, 445 (note a), 453 
attempt to estabUsh national Italian 
stage m Verona 6 
on Aristotle’s definition of tragedy 

378 

sources ofLessmg’s knowledge of 281, 
2B3 (and note 2), 284-5 
Merope 6, 86, 212, 214-21, 279, 20i- 
91, 310-1, 312 (note 3), 313, 
314. 315. 378, 380, 385 
comparison of, with Voltaire’s 
MSrope 212,214-5,216,217-21, 
281, 287, 291, 310 
editions of 279, 281, 282 (and 
note 1), 283 (and note i), 284 
(note i), 285 (notes i, 3, 4), 286 
(note 2), 290 (note 4), known to 
Lessing 279, 281 (and note 7), 
2B2 (and note i), known to 
Voltaire 282, variant readings 
in 282-3, .83 (note i), 290 (and 
note 4), conclusions drawn by 
Lessmg from 282, ago 
English and French translations of 
2B4 (and note i) 

German translations of 86, 284 
(and note i) 

Lessmg’s criticism of 281-91, 
Voltaire’s criticism of 207, 215- 
6, 217, 218, 219, 221, 2B1, 282, 
287-8, 289-91, 385, Lessmg’s 
defence of Maffei against ^18, 
219, 221, 282, 289-91, reply by 
Maffei to Voltaire’s criticism of 
216 (and note 4), 217 (and note 
i), 288-9 

popularity of 284, 285 (note i) 
theme of, m antiquity 286, 310—5 
Osservaziom sopra la Rodoguna 292 
Teatro scelto, as forerunner of Gott- 
sched’s Deutsche Schaubuhne 6 
Mannheim 

Bernardon m 39 , Bock in 32 
theatre in, under Ifiland 1 1 
Marivaux, P C de Chamblain de 
aoa-4, 244 

German translation of, by Kruger 
80-1, go, 425 (and note 5) 



529 


General Index 


influence of^ on Leasing 196-7 
plays of, m Hamburg repertory 45, 
46, 48, 202 

popularity of, m Germany 196 (and 
note i) 

La double meonstance 303 (note i) 
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353-4. 356, 358 (and note 2), 360, 
362, 363, 366-7, 368, 370, 374, 
389, 390 (note 1), 400 (note 1), 
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145-7. 148, 158, 250. 252, 253, 
337-8, 349 (note i), 356, 358, 360, 
361, 36a, 363, 367 (note 2), 369, 


RL 


34 



530 General Index 

Mendelssohn, Moses leant ) review of Curtius’s Cntischt Abhand - 


374 (note 3, on p 375), 391, 
430-1. 432-3. 447. 45'. 452. 453, 
455. 469. 485 

on admiration as tragic effect 365 
(note 2), 366 (note 5), 367 (and 
note 2) , on art of actor 475 (note 

1) , 484, 485, on ‘ das Lacherliche ’ 
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Ceschuhle der englischen Schaubuhne in 
Theatralische BMiothek 105, 106, 
113, 262, 263 (note 3) 
authorship of 113, translation 
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139, 300, 326 (note 0 , 330-1, 
389 (note 2, on p 390), 394 (note 

2) , 404, 425, 426 

choice of titles for plays 331, 467 
editions of, in i8th century 99 
influence of, on Lessing gS, 139 
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adaptation of, by Cecchi 279, by 
Lessing, in Der Schatz 98, 139, 
33 ° 


Plutarch 
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Warton’s Essay on 449, 452, 453 
Portal, A 

Olindo and Sophronia 144 (note 2), 149 
(note 3), 150 (and note 1) 

Prabon, N 
Rdgulus 5 

Prehauser, CjOTTFRIED 
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fels on 148 (note 3) 

Rosenberg, Berlin scene painter 
56, 62 

Rousseau, Jean Jacques 
180 

on Le Misanthrope i8o, 390 
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Das ausgerechnete Gluck g i 
Das Buck ohne Titel (with J E 
Schlegel) 58 
ScHLEOEL, Johann Elias 

16, 19, 24, 28, 59, 89, 97, iig, 135, 
136-8, 161, 340, 342, 429, 462, 
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